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THIS MONTH'S COVER ARTIST 




David Curtis Binib^uer Veil, 
watercolour on Saunders Waterford. 
llXlSin (28X38cm). 

See pages 32 to 35. 




WELCOME 

from the editor 

Want to comment on something you've read, or seen? 

Email me at theartlstletters@tapc,co.uk, or visit our website at www.painters-online.co.uk/forum 



A mongst the many enjoyable privileges of my role as eciitor of The Artist Is to spenci time 
visiting exhibitions, meeting and talking to artists in their studios, getting to understand 
their motivations, their different approaches to drawing and painting, learning about 
professional artists' career developments, struggles and successes. Over the years I have worked 
with some great artists on open competition and exhibition Judging panels and am in the 
fortunate position to be able to make annual awards to artists selected personally from a variety 
of open exhibitions and to feature these artists in the magazine. 

My choice for The Artist Award at the Pastel Society's open competition and exhibition held 
earlier this year at the Mall Galleries was Jan Munro. She discusses her approach to still life in 
pastel and demonstrates her working methods on pages 12 to 15. Jan was open and generous 
about sharing her techniques with me and explains how and why a strong tonal design 
underpins ail her colourful, semi-abstract compositions. They stood out for me at the PS 
exhibition and Jan's enthusiasm and practical advice will inspire and give confidence to other 
artists who may not previously have considered working in pastel. 

Still life is an ideal choice of subject matter for exploring light, shape and colour and for honing 
and improving your compositional skills In any medium, as Jenny Sutton explains on pages 19 to 
21. Paul Weaver, member of the Pure Watercolour Society, goes further and argues that rather 
than feel under too much pressure to be innovative with technique, artists should focus harder 
on concept and the subject itself in his demonstration feature on capturing the subtleties of tone 
and colour in night-time scenes on pages 23 to 25. And talking of tone, Paul underlines how it's 
often the dark areas of a painting that create the tonal Impact required to suggest the effects of 
light, regardless of the time of day you are portraying. As well as myriad other features, Hannah 
Merson (pages 26 to 27) discusses the importance of focusing on shapes of colour rather than 
the objects themselves, whilst David Curtis (pages 32 to 35) urges artists to move out of their 
comfort zones to paint unfamiliar subjects. The overall message I take from the artist contributors 
to this month's Issue, is that it's all about simplifying what you see, learning from your mistakes 
and failures and moving on because, as Jenny Sutton says, the next painting could become the 
gem you have been striving for. 

My trips out of the office also take me to some interesting places where art materials are made, 
packaged and distributed. None more Interesting than when my sat nav directed me along a 
dirt track to what seemed to be the middle of nowhere In the Northumberland National Park, to 
discover where Unison pastels are handmade, at the home of the artist who started making 
them for himself In the 1980s, John Mersey. After John's death his wife Kate and son Dan have 
continued to run and develop the business and now distribute the famous UK handmade pastels 
worldwide. On the day of my visit I was offered tea in the farmhouse kitchen to join two of the 
local Unison employees on their tea-break, one of whom hand rolls between 700 to 800 pastels a 
day, and the other who hand labels and packages the pastels in packaging supplied and printed 
locally. Both ladles have worked for the company for many years and are passionate about the 
pastels they create and the company for which they work. It is an extraordinary art materials 
business developed by artists, for artists. Robert Dutton discusses the working characteristics of 
the pastels on pages 45 to 47; to read the full story behind this remarkable company, visit 
www.unisoncolour.com. 



Best 



Let us know what you think at • theartistletters(®tapc.co.uk • www.painters-online.co.uk/forum 
• www.facebook.com/paintersonline • twitter.com/artpubiishing 
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55 Frank Auerbach 

Julian Halsby reviews this major exhibition at Tate Britain 



PRACTICALS 

16 November watercolour diary 
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days 

23 Night scenes in watercolour 
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with advice from Paul Weaver 
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Hannah Merson's tips for oil painting, en pfein air and in the 
studio 



28 Shadows and reflections 

Pastellist Jenny Halstead explains how to represent shadows 
and reflections In your work 



32 En plein air watercolour 12 

Unfamiliar landscapes can provide exciting new challenges 
for the plein-air painter, says David Curtis 



36 A technical 
revelation 

David Parfitt demonstrates 
how to draw an atmospheric 
river scene using the Procreate 
app for iPad 
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everyone 




Mary Herbert loves working with Caran d'Ache Supracolor 
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artists with Jenelle Latcham 
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Robert Dutton enjoys the colours, consistency and versatility 
of Unison Soft Pastels 
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Gerald Green demonstrates how to retain spontaneity in a 
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Tom Hughes demonstrates a plein-air oil landscape, with tips and 
advice on working methods 
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Your paintings will radiate with warmth If you use this colour, says 

Robert Dutton 
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EDITORIAL CONSULTANTS 



Ken Howard 0BE,RA 
studied at Hornsey 
School of Art and the 
Royal College of Art. He 
is a member of the 
NEAC,ROf,RWS,RWA 
and R6A. He exhibits 
extensively and has 
won numerous awards. 



Jason Bowyer NEAC, 
RP,PS 

studied at Camberwell 
School of Art and the 
Royal Academy Schools. 
He is the founder of the 
NEAC Orawirvg School 
and exhibits his work 
widely. 



Bernard Dunstan RA 
studied at Byam Shaw 
School of Art and the 
Slade School. He taught at 
the Camberwell and Byam 
Shaw Schools of Art 
among others. He exhibits 
widely including in the 
annual exhibitions of the 
NEAC, of which he is a 
member, and RA. 



David Curtis ROI, 

R5MA 

has won many awards 
forhisenp/e/no/rand 
figurative paintings in 
both oils and 
watercolours. He has had 
several books published 
on his work as well as 
DVD films, and exhibits 
his work extensively. 



NEXT MONTH 

iNTfeartist 

FEATURES 

MASTERCLASS 

◄ The Artist Award winner 
at this year's DSWF Wildlife 
Artist of the Year exhibition 
Lisa Hooper discusses the 
inspiration and techniques 
behind her impressive 
collagraphs 



IN CONVERSATION 

► Tom Wanless talks 
about his approach to 
painting landscapes in 
oils and In particular 
trees, perspective, using 
photographs and how 
he captures the 
atmosphere of winter 



PLUS 

◄ How wildlife 
artist Chris Rose 
uses the patterns 
and shapes of the 
natural world to 
create realistic 
compositions 
underpinned by 
strong abstract 
design elements 






PRACTICALS 

• David Parfitt demonstrates a watercolour painting of a river scene 

• Don't be a fair-weather painter says John Owen who loves the 
excitement of working outside in all conditions 

• Robert Dutton shows how to use PanPastels and discover new 
directions for your work 

• Explore watercolour brushwork with Jean Haines 

• Ian Sidaway shows how working In mixed media can offer distinct 
and exciting possibilities 

• Try the 'one line' painting method with Louise Naimian 

PLUS 

• Geoff Hunt's watercolour diary reaches a conclusion 

• Haidee-Jo Summers test reports the NewWave artists' palettes 

And much more! Don't miss out: our December 

issue is on sale from November 6 
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YOUR 

VIEWS 



Letters, emails and comments 



Email theartistletters@tapc.co.uk or write to The Editor, 
The Artist, 63/65 High Street, Tenterden, KentTNBO 6BD 



STAR LETTER 

Goal scored 

We all know that it sometimes 
takes a while to achieve our goals, 
if we are lucky enough to achieve 
them at all. In my case the goal was 
the opportunity to show my 
artwork, but it has taken 38 years! 

I did W level art at school and 
seriously considered pursuing art 
as a career. However, at the world's 
shortest careers education session 
my headteacher suggested 
geography so, being the compliant 
sort, I went off to do a geography 
degree, followed by a 32-year 
career as a teacher. Sadly, the all- 
encompassing job of teaching left 
me little time for painting, although 
I kept my hand in with the 
occasional acrylic or oil and I am 
also an avid reader of The Artist. 

In summer 2014 early retirement 
gave me the chance to spend 
quality time painting. I now have a 
studio set up in the utility room 
and a summerhouse to frame my 
work in. Happy days! The 
culmination of the past year's work 
will be my first exhibition, this 
October, in our village gallery, the 
Britannia Gallery, Mellor Brook, 
Lancashire. I've waited a long time 
for this. Clearly, perseverance does 
work. 

Ian Bottr by email 



This month's star letter writer will 
receive a selection from our lucky dip 
bag, which could include art 
materials, books and DVDs, worth 
approximately £50. 



Painting from left to right 

Painting with your normal hand is, well, 
normal. But losing your 'normal' hand would 
seem to be the end of your career as a 
painter, professional or amateur. Not so for 
my wife Christine. Prior to her severe stroke 
aged 50 she didn't paint at all, apart from 
school classes. But out of the blue she said 
she wanted to paint. I was keen to get her to 
paint the kitchen, but no, she wanted to do 
watercolours on paper! 

Christine hauled herself to the local 
college with the aid of a determined friend 
and gatecrashed a course already in class, as 
she was too late to enrol. Fifteen years later 
she still attends the watercolour class with 
the same lecturer and, for most of that time, 
is the only disabled person there. She 
started by painting fine flowers, which were 
an immediate success. Since then she has 
produced hundreds of paintings from 
landscapes to still lifes and, In 2002, against 
a field of 700 entries, won an award in the 
Stroke Association's Life after Stroke Awards. 
Also, she has produced paintings for 
Christmas cards in support of a number of 
charities, raising over £10,000 for their funds. 

As a result of her disability Christine mostly 
paints on A4 as she Is unable to cover a 
larger area, but it works. The message from 
Chris is simple: 'Give it a go, even with your 
"wrong hand"!'. 

Frank Hare, by email 

Striking a chord 

I began learning to paint at a watercolour 
class In January 201 3, and it awakened 
something deep within me that had 
obviously been lying dormant all my life. 
Having given up my job and home to look 
after my parents it has been my saviour, but 
it also torments me, as I just want to draw or 
paint all the time. 

I started buying The Artist in February 2014 
and always find the articles fascinating - 1 
wish I could paint or draw to the standard 
depicted in the pages. When I read Sally 
Bulgin's Interview with Andrew Marr {The 
Artist, September 201 5), a few things struck 
home and I would like to thank him (as I am 
sure many of your readers would, too) for 
expressing how so many of us feel. I was 
riveted from the start. 'Painting Is where 
happiness lies' will now be my motto and 
although I may never be able to call myself 



an artist, I am happy just to open my box of 
jewel-like colours and turn the white paper 
into something resembling what I see or 
feel. Thank you, Andrew, for your Insight. 

Sue Simpson, by email 

Salvaged watercolours 

We all have portfolios full of not-quite-right 
watercolours which we hope we can 
improve by adding acrylic or pastel, only to 
be disappointed If the original composition 
was not interesting. I have found a satisfying 
solution: card making. 

I made a 4in (10cm) square 'window' (you 
can vary the shape and size) that I place on 
a discarded painting in order to find a 
usable section, and often find more than 
one part that can be salvaged. The sections 
are cut out and glued onto a craft card and I 
add a greeting of my choice. The cards are 
unique and it is satisfying to use my 
discarded pictures. I am hoping that my 
local hospice will be able to sell some at 
their next fair. 

Mary Astbury-Saracchi, by email 

A happy discovery 

On a recent visit to a DIY store I espied a 
product, said to remove any sticky 
substance, that I thought would come in 
handy, but little did I realise just how so. 

Recently, an attempt to use masking fluid 
was abandoned In frustation when my 
masking fluid brush became a solid blob. I 
tried, as many times before, to clean the 
brush, but to no avail. Then I remembered 
the bottle from the DIY store. I dripped a few 
drops Into a jar lid, swilled the brush around 
In the solution and, incredibly, it worked - 
my brush came clean. A dilution of the fluid 
works even better and allows finer lines with 
an old-fashioned quill pen. 

I have tried several times since and yes, it 
does work. The product Is called Sticky Stuff 
Remover by De-Solv-it. It comes in 250ml 
bottles and the price Is not too painful. 
Better still. It Is British made. I should add 
that, as this is a chemical, care should be 
exercised - full instructions on how (and 
how not) to use the fluid are on the bottle. 

I really think that many artists will benefit 
from having this product to hand when 
using masking fluid. It has certainly helped 
me. 

Christopher Sayers, by email 



mil 


Subscribe at www.painters-online.co.uk or telephone 01 580 763673 
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NATIONAL 

GALLERY 



THE PORTILAITS 



Until 10 ianiiary 2016 



Enjoy our season of Goya^ 
related events featuring 
art courses, drawing da ssef 





winter 



The Grenville 
School of Painting 



At Mprtnn Road, Bristol 



eason of short courses begins 
, iL^^, ^015. An enlightened combination 

of practical advice and intellectual inspiration 



“Hugo's teaching is revolutionary" 
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CHRISTMAS GREETINGS 

Charity Painting 

Competition 

See your work published in 
"Wi'artist or Leisure Painter in our 
2015 Christmas greetings message 




A Winner of last year's competition for The Artist Jackie Curtis 
mono print with leather, veneers, grasses and other dried plants, 
9x13;^in. [23x34cm) 



O nce again we are substituting the sending of 
Christmas cards by the publication of a special 
Christmas and New Year message in our January 2016 
issues, published in December 201 5. Help us by 
entering our competition, from which we will select a 
winning image to feature in our special Christmas 
greeting, PLUS we will make a donation of £200 
to the charity of your choice. 



HOWTO ENTER 

There a re two categories: 

• Leisure Painter category for the amateur painter 

# The Artist category for painters with more 
experience and professional artists 

Please submit a jpg digital entry at www.painters-online.co.uk 
and click on the link to Competitions. Your entry must reflect the 
festive season, and it can be produced in any medium. Closing 
date for entries is November 4, 2015. Winners will be notified 
by November 11 , 201 5 and the winning artists will be asked to 
supply a hi-resolution digital image of the selected work by 
November16for inclusion in the magazines. 

Judges: Sally Bulgin, editor The Artist 
and Ingrid Lyon, ^itor Leisure Painter 



CONDITIONS OF ENTRY 

1 Only one entry per artist please. 

2 Log in or register on 
www.painters-online.co/uk to 
submit your entries. Follow the link 
to Competitions. 

3 Winning entrants will be 
informed by November n, 2015. 

4 The judges' decision is final. 

The judges reserve the right to 
use an alternative image should 
no suitable image be submitted 



amongst the competition 
entries and no correspondence 
can be entered into. 

5 By entering our competition 
you agree to allow The Artist 
and Leisure Painter to publish, 
republish and repurpose your 
artwork in both print and digital 
formats, including but not 
limited to magazines, websites, 
databases and as part of 
downloadable digital products. 



a TOWN HOUSE 

Sfilms 

We are proud to announce the release of our 
latest DVD from bestselling artist Jean Haines: 
’Jean Haines Watercolour Inspiration' 




01603 259441 

View trailers of more than 50 instructional DVD's at: 

www.townhousefilms.co.uk 




LYNN 
PAINTER- 
STAINERS 
PRIZE 2016 

CALL FOR 
ENTRIES 

A prize for representation 
painting with awards 
totalling £30,000 

Deadline for entry; 

16 December 2015. by 5pm 

Enter online: 

www.lynnpainterstainerspnze.org.uk 

Tel: 01 372 462190 

Email: IpsOparkerharHs. co.uk 

Sponsored by; 

The Worshif^fuL Company,^of PaMer -Stainers. 

Lynn Foundation ^ 






Image: Brookes, WdNisfenfng [detaitl 
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THE ART WORLD 

NEWS, VIEWS, INFORMATION AND SPECIAL EVENTS IN THE ART WORLD 

compiled by Deborah Wanstall 




A Jason Bowyer Forge Elements, oil on canvas, 60X60in (1 52.5 X 1 52.5cm) 

Abstract observations 



An exhibition of over 40 new paintings by one of our consultant 
editors, Jason Bowyer NEAC, RP, PS are to go on show in London. 
There's a mix of oils, mixed-media works and drawings, ail of 
which have been painted during the last two years. Subjects 
include interiors, gardens, still lifes painted at the London 
Museum of Water & Steam, Brentford, the Suffolk coast and 
mixed-media drawings from his time as an official war artist in 
Afghanistan (see The Artist, March 2014). Jason says 'The subjects I 



paint are observed abstract moments of time that dazzle me with 
their sense of structure, colour and texture. I try to interpret my 
perceptions into feeling, to grasp from within the pure delight in 
creative construction and the joy of sensual materials.' 

The Scene Within Is at the Russell Gallery, 1 2 Lower Richmond 
Road, Putney, London SW15 UP from November 5 to 21. 
Admission is free. Telephone 0208 780 5228. 
www.russell-gallery.com. 
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Britain's oldest independent art school 
marks 1 70 years of student successes 



The Heatherley School of Fine Art, founded in 1845, celebrates its 
1 70th anniversary this year. One of Britain's oldest independent 
art schools and the first to admit women on an equal basis to 
men, Heatherley's place a strong emphasis on portraiture and 
figurative painting, sculpture, illustration and printmaking. They 
offer full-time two-year diplomas in Painting and Printmaking, 
Portraiture and Figurative Sculpture, as well as a range of part- 
time courses, all led by practising artists. 

Student Neil Harvey is currently half-way through a two-year 
diploma course in portraiture. Nell had previously studied oil 
painting part time at Heatherley's under Ian Rowlands and 
decided to continue his studies in order to take his work to a 
professional level. He says his course 'involves figurative art in the 
wider sense...lots of life drawing...sculpture and printmaking, 
which provides the width of experience I am looking for. I wanted 
to develop my own personal style, something very much 
encouraged by the tutors on the portrait diploma. Fundamental 
to progress is good drawing skills and I have found that with the 
amount of life drawing we do, my drawing skills gradually 
improved during my first year, which is very rewarding. 



Heatherley's provides a modern emphasis and encourages 
experimentation and individuality. The portrait diploma Is taught 
by a variety of artists who are all very successful in their own 
distinct styles - this gives us students an opportunity to take 
different things from different teachers in our search to develop 
our own styles. We also have regular one-to-one tutorials where 
we get feedback from our personal tutor, and this is really helpful. 
My tutor is Tim Benson. 

'We are encouraged to keep abreast of exhibitions, both of 
modern and traditional artists, and receive lectures on all periods 
in art history, with considerable material on modern portraiture. 
The atmosphere here is welcoming and supportive, with our class 
consisting of students of different ages and at different stages of 
their careers. I was a lawyer but retired early and am thrilled to 
have discovered Heatherley's and have the opportunity to 
develop a second career that will enable me to pursue my passion 
for oil painting.' 

The Heatherley School of Fine Art is at 75 Lots Road, Chelsea, 
London SW1 0 ORN. For details of their courses and tutors, see 
www.heatherleys.org, or telephone 020 7351 4190. 



Heatherley's students working from the costume model in 1928 
(above) and drawing on the roof in 1931 (right) 



The /\rf/sf Award for Best in Show 





Elaine Lokhandvala won the The Artist Award for Best In Show at 
this year's Sussex Watercolour Society's summer exhibition. 
Elaine's prize is a subscription to The Artist. 

Elaine says: 'End of the Line is one of two paintings accepted for 
the Royal Institute of Painters in Water Colours' open exhibition 
this year in support of my application for membership. 

'I love experimenting with watercolour. By glazing layers of 
transparent colour I can create unusual blends and depths of 
colour, either as a backdrop or as a composition In Its own right. 

In this painting I wanted to keep a significant area of white paper 
as the focal point, glazing the surrounding areas to connect the 
different elements of the painting. Preventing glazed layers from 
bleeding into the white was tricky. The strong black lines defining 
the hull provided definition, contrast and an effective barrier. Light 
texture was painted into the white for a slightly shabby appearance, 
with stronger texture in the glazed areas to suggest the rusty and 
weathered surfaces. My colours were Winsor & Newton French 
ultramarine, indanthrene blue, permanent alizarin crimson, light 
red, perylene maroon and raw sienna. I used a No. 8 round 
kolinsky sable and goat hair hake brushes. 

Elaine Lokhandvala End of the Line, watercolour on Fabriano 
Artistico HP 3001b, 15X1 Sin (38 X 38cm) 
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PAIN I ERSONLINH 

EDITOR'S GALLERY CHOICE 

This month's editor's choice from our website gallery 
is by Simon Birtall, who comments: 

This is one of a series of still-life studies made in 2012 that 
marked a turning point in my career, in that I had previously 
favoured landscape subjects and leant heavily on photographic 
reference. The benefits of working from life - for example the 
freedom to manipulate subject matter and light, to shift 
viewpoints and working with true colours - were a semi- 
revelation. Also, I realised that elements of compositions in which 
I had little interest could be omitted or treated with more 
discretion and creativity. It also helped me to integrate painting 
and drawing disciplines more happily. 

Pot Plant and Candle was painted on medium-grain canvas on 
a deep stretcher frame. As alkyd paints generally dry overnight, I 
was able to complete this in a few days. Were I to have used 
traditional oils it is likely to have taken several weeks or even 
months, and there would have been a genuine possibility of my 
losing interest in the painting. Since completing this series I have 
developed a means by which I am able to complete traditional 
oils in one sitting, but I still enjoy using alkyds when I feel that 
more than one session will be required on a piece. My working 
technique is heavily influenced by the Impressionists, both in the 
way in which I use colour and the manner in which paint is 
applied. I tend to work with a fairly limited palette, the 
constitution of which depends on subject matter and how I aim to 
treat it. This painting was completed in cadmium yellow light, 
cadmium orange, cadmium red deep, dioxazine purple, 
ultramarine blue, terre verte and titanium white.' 




A Simon Birtall Pot Plant and Candle, Winsor & Newton Griffin 
alkyds on canvas, 15/iX15%in (40X40cm). 

On show in our online gallery at www.painters-online.co.uk 



To upload images of your own work and receive valuable feedback, go 
to our website and click on the link to the gallery. This is a free service. 

www.painters-oniine.co.uk 




Terry Frost 

To mark the centenary of British abstract artist Sir Terry Frost 
(191 5-2003), Newlyn Art Gallery and The Exchange are 
exhibiting paintings, collages and sculptural forms drawn from 
public and private collections In a fresh perspective on six 
decades of his output. This exhibition includes paintings from 
his Walk Along the Quay series and large-scale paintings such 
as Blue Winter 1956, Orange and Black, Leeds 1957, and his last 
paintings, Green Below. 

Terry Frost began painting whilst a prisoner of war in 
Germany In 1943. He later studied at St Ives School of Art and 
Camberwell School of Arts and Crafts (now Camberwell 
College of Arts). Although his early work was figurative. In 
1949, under the Influence of Victor Pasmore and Ben 
Nicholson, he produced his first abstract painting. In 1951 he 
worked as Barbara Hepworth's assistant and, along with Peter 
Lanyon, Roger Hilton and Patrick Heron, was one of the 
emerging British Modernists working with abstraction. Frost 
taught at Bath Academy of Art, Leeds College of Art and 
Reading University, where he was Professor of Painting. He was 
elected to the Royal Academy In 1992 and in 1998 was 
awarded a knighthood for his services to art and art 
education. 

Terry Frost is showing at both Newlyn Art Gallery and The 
Exchange until January 9. Admission to both galleries is £3.50. 
Telephone 01736 363715; www.newlynartgalIery.co.uk. 



• Ebb & Flow Is an exhibition of works by three artists who 
walked the south bank of the River Humber from east to west 
during 201 2. During their walks each of the artists - 
ceramicist Soo Durham, painter Bob Armstrong and glass 
maker Lynn Baker - recorded their responses to the changing 
sea and landscape. Their works can be seen at the Ropewalk 
Gallery, Maltkiln Road, Barton-upon-Humber, Lincolnshire 
from October 24 to November 28. Admission is free. 
Telephone 01652 660380. www.the-ropewalk.co.uk. 
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MASTERCLASS 



COLOUR, SHAPE 
AND SPACE 



The Artist Award winner at this year's Pastel Society 
annual exhibition Jan Munro talks to Sally Bulgin 
about her pastel still lifes and offers some helpful 
tips to first-time pastel lists 




R egardless of the subject matter, 
jan Munro looks for the main 
shapes, spaces, tones and colour 
to form her colourful, structured 
compositions. When painting 
landscapes she aims to capture a sense 
of the places and the spaces that move 
her, and is drawn to ‘big open 
foreground shapes with textures and 
smaller less detailed shapes in the 
distance. When setting up a still life it 
is shape, pattern, colour and tones in a 
collection of objects, some with 
sentimental value, that inspire me.’ 
What matters most for all her 
paintings is the balance of shapes 
within a given format. She likes 
‘dividing space up with verticals and 
horizontals and if this means that an 
angle depicting distance and 
perspective is not needed then it has 
to go, especially in still lifes, where 1 
want to move away from the traditional. 
Some objects in a still life will look 
solid but seen from different 
viewpoints above or below my horizon, 
some will be flat, as if seen at eye 
level.’ 

Materials 

When she first started painting, jan 
used watercolour, but later became 
more interested in the opaque 
qualities of acrylics and pastels, and in 
the possibilities of mixed media. She 
attended a mixed-media course at her 
local college, and studied pastel works 
in the Pastel Society exhibitions at the 
Mall Galleries, amongst others. The 
artists she singles out as having had the 
most influence on her work include 
Degas, Van Gogh, Monet and 
contemporary painters such as Tony 



◄ Red Chair with Mushrooms, pastel on 
Sennelier Pastel Card, 33^AX27'A\n (85 X 70cm). 
'Here the red chair has been set back to 
provide smaller negative shapes in the 
background while a checked cloth gives a 
grid-like pattern in the foreground. Reds have 
been pushed towards purple, mainly because 
of the colour of the flowers.' 
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► Aunt Margaret's Chair, pastel on Sennelier 
Pastel Card, 32X28?^in (81 X73cm). 

'When visiting Margaret I used to sit on this 
chair. When she died I kept the chair and 
reupholstered it in my favourite colour, as a 
memory of her.' 



Allain, Kurt lackson, john Tookey and 
Moira Huntly. 

Ian loves the immediacy of pastels 
and their tactile, creamy qualities when 
laid on thickly. She says: 'I like to make 
marks and pastels provide an 
expression or mark from your hand 
without the need for a diluent or brush. 
The tints and shades are already mixed 
and the colours sing. Changes can be 
made by overlaying colours, which 
creates subtle effects. There is no 
waiting for drying, as with watercolour, 
and no need to consider saving the 
white paper. Being a dry medium, the 
colours stay where they are put, unlike 
watercolour where the paint moves, 
sometimes beautifully, sometimes not. 

I prefer to use pastels for my still lifes 
because I can work on a larger scale, 
with a bold impasto style. The colours I 
see in the still life can be pushed, and 
exaggerated by choosing from my 
extensive collection.' 

Ian uses mainly Unison soft pastels 
and Conte hard pastels. 'For each 
pigment in my palette there is a range 
of tints and shades: cool and warm 
versions of each primary, a selection of 
secondaries, earth colours and those 
lovely neutrals, blue greys, red greys, 
green greys, purple greys. My favourite 
colours are blue greens/greys teamed 
with orange/browns. 1 don't know why 1 
like these colours except to say that my 
own colours are autumnal, and 1 have 
blue/green eyes! 1 rarely use pink and 
cannot explain why other than to say 
that 1 find it hard to work on the pink, 
purple side of the colour wheel and 1 
would not wear clothes in these colours.' 

Ian prefers to work on dark grey or 
dark brown Sennelier Pastel Card as ‘it 
really grabs the pastel and allows more 
overlaying.' She only uses pastel 
fixative rarely and certainly never once 
a painting is finished as it darkens the 
colours.' 

Tips for first-time pastellists 

From her teaching experience Ian 
recognises that many students who are 
new to the medium quickly become 
frustrated unless they are provided 
with a reasonable selection of colours 
as well as tints and shades of those 
colours, so she recommends that 
beginners should buy a good starter set 
of pastels and add to it. She also 




1 believe that a strong underlying tonal 
arrangennent in a painting is what catches the eye' 



advises new pastel painters to ‘try to 
start with thinner layers of pastel so as 
not to use up the tooth of your paper. 
Over-blending with fingers will push the 
pastel into the tooth and muddy the 
colours. Try to keep your pastels clean 
by shaking them in ground rice so that 
you can see the colour you are using 
and don’t hold them in your hand, 
where they will rub together' 

Working methods and 
techniques 

Ian describes herself primarily as a 
tonal painter. 'I believe that a strong 
underlying tonal arrangement in a 
painting is what catches the eye. When 
a pleasing tonal arrangement is 
established any colour scheme can be 
applied. We are drawn to contrast in an 
image; a black and white charcoal 
drawing can be just as exciting as a 
colourful painting. Colour is more 
subjective. 

Identifying the tones and colours in a 
subject is important because then I can 
use the correct pastel in the correct 



place. Observation is the key, but 
painting goes beyond that by pushing 
the colours and tones beyond what I 
see. 

'My still-life paintings will always 
contain things that are special to me 
and include colours or patterns that I 
like. Sometimes, inspiration comes 
when I am formulating ideas for a class. 
Planning a lesson is as creative as 
planning a painting. 

‘I choose objects that fit in with my 
colour scheme and fabrics that provide 
a useful foreground. The background 
shapes are drawn from what is really in 
the background beyond the set up. 
Then I make a line sketch to get the 
composition right. I always take the 
lines to the edge of my format so 
trapping even more shapes. Tones and 
colours are displayed with good 
daylight or a directed lamp. Sometimes 
I photograph a larger set up and work 
with that but 1 will always do a sketch to 
play with the shapes. It is the sketch 
that simplifies the subject matter, and 
the arrangement of shapes. 
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PASTEL MASTERCLASS 



DEMONSTRATION Breakfast Eggs 



► STAGE ONE 

'I drew the design 
onto dark brown 
Sennelier Pastel 
Card using a light 
coloured pastel 
pencil. Then I 
selected my colours 
and put them in a 
separate box for the 
painting. I always 
test these colours 
on a spare bit of the 
surface on which I 
am going to paint'. 







A STAGE TWO 

'Dark tones were applied first. These vary in colour but are of the same 
tone to produce interesting dark areas. Local colours and mid-tones 
were then put down, as well as cast shadows. I saw the form shadow on 
the spotty pot at the back as blue. My colour scheme is blues and warm 
browns and so I used these for warm and cool areas in the painting'. 



A STAGE THREE 

'I put in some light tones so that I could establish the tonal 
range. The pear provides a real contrast in colour at this stage 
and that colour will be repeated in the next stages'. 



‘My colour scheme is really (dictated 
by what is in front of me, but as I have 
already explained, I choose objects 
because of the colours I like and 
because I like the colours that are 
already there 1 will only push them a 
little in order to convey form or really 
indulge in the richness of the colours 
that I love. Repeating colours and 
dispersing these is key to the 
composition. I never paint one object 
at a time. If I have pastel in my hand I 
will look for more places to use it, 
always trying to distribute colours 
around to produce a balanced painting. 



‘The original surface colour also plays 
an important part in the painting. As I 
work on a dark ground this is used as a 
line in between shapes. If the surface 
colour works with the set up I am happy 
to let It be. I work with limited layers 
preferring to put the colours and tones 
down in one hit, side by side, with a 
little overlap.’ 

Artists' block? 

Does Ian ever suffer from periods of 
‘artists’ block’? ‘I think of it more as 
"artist anxiety”. Can I do this as well as 
last time? What am I doing and why? 



What really keeps me going is a deep 
sense, no matter what troubles I have, 
that this is a good and challenging thing 
to do and when I start to paint I want to 
be nowhere else, I am focused and I am 
enjoying myself! So just start, 
anywhere, and enjoy.’ 

I asked |an about her future aims and 
plans regarding her work and teaching: 

1 want to develop my style with pastels 
using landscapes from some of my local 
walks and holidays. I enjoy teaching 
and planning lessons is creative and 
helps me develop ideas for my own 
work.’ EQ 
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PRACTICAL 





Jan Munro 

has been painting for over 15 years and teaches 
watercolour and pastel classes In her home county of 
Hertfordshire. She runs workshops and demonstrates 
to local art societies and art groups. She exhibits In 
local art society shows and galleries and more 
recently In the Pastel Society (PS), Rl and Society of 
Women Artists (SWA) exhibitions at the Mall Galleries 
In London. Jan can be contacted by email at 
janmunro2@gmail.com or visit her website 
www.janmunro.com. 



A STAGE FOUR 

'Negative spaces are those behind 
the set up and the surface on 
which the objects sit. The checked 
tablecloth breaks up the 
foreground but I didn't feel I had 
to show all of the cloth. The large 
white plate was used to balance 
the milk bottle'. 



1 left the paper 
colour to show as 
spots on the cup' 

► FINISHED PAINTING 

Breakfast Eggs, pastel on 
Sennelier Pastel Card, 27iix27l4in 
(70 X 70cm). 

'Details of pattern were added 
last. I left the paper colour to 
show as spots on the cup, the 
utensil pot and the jam label 
because this colour looks well as a 
complement to the blue objects. 
Finally I wanted to add some 
small strokes of red behind the 
fork, on the crust of bread, on the 
eggs and to the right edge of the 
painting so that the eye is guided 
around the whole painting'. 
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GEOFF HUNT'S 

Watercolour 



I don't usually finish off plein-air paintings in the 
studio. I always prefer to work on site from the 
subject itself, and I really hate working from 
photographs. However, once in a while I really do 
have to complete an outdoor painting indoors, 
and even paint an outdoors subject entirely in the 
studio; this month I had to do both those things. 
Much of November was grey and wet, but on the 
rare occasions when the sun did appear the 
autumn colours were particularly good. So on one 
such clear spell I packed up the bag and went 
painting with the simple Intention of registering 
just that, the autumn colours. This spot in a local 



Reluctantly bringing 
outdoors in to the studio 



NOVEMBER 




/ 





A Autumn in Cannizaro Park, \Naterco\our on Arches Rough, 1 114X1 Sin (28.5 X 38cm). 

No masking fluid was used, but here and there towards the end I lifted out some lighter leaves from the dark background and washed 
'autumn* colour back into the spots 
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A From London Bridge, 
November Morning, 
watercolour on Arches 
Rough, 14X18/^in 
(35.5X45.5cm). 

A very characteristic thing 
about this crisp cold 
morning was the colour 
of the Thames, which for 
once actually was more or 
less phthalo blue, a colour 
I never normally use or 
even carry in my box 



Geoff Hunt is vice 
president of the Royal 
Society of Marine 
Artists and a member 
of the Wapping Group 
of Artists 



park looked about right; the grass underfoot was 
soaking with dew, but no matter, the sun was out, 
so I put my bag down on my bit of plastic sheet 
and began work. I didn't get very much further 
than the beginning. My notes on this painting say 
'the paper never dried, sopping wet throughout ... 
forced to abandon' and of course this was due to 
the saturated atmosphere - the autumn sun was 
not strong enough to dry the air. I was foolish 
enough to try a similar thing two weeks later, 
once again standing on wet grass, with the same 
result. Once the first washes were down they 
simply would not dry, which gave rise to some 
quite interesting mottled effects in the lower part 
of the painting, the grass and the foliage, but I 
could not develop the work properly and both 
times I had to take the paintings back to the 
studio for finishing. 

At either end of the year, when the cloud cover 
does lift there is a special brilliance in the light 
because although the sun may be low in the sky 
the air Is clear, without the dust-laden warm- 
coloured haze of summer. Crossing London Bridge 
on just such a morning I was struck by the 
crystalline clarity of this view. I had no painting 




equipment on me at all but I did have a pen, a 
small sketchbook, and a camera, so I made a 
sketch and took some photos. Even if I had 
painting kit with me I wouldn't have expected to 
paint for very long on site, as It was exposed on 
the bridge, freezing cold with a keen wind. Having 
got my sketch (above), I took this material and this 
sharp memory back to the studio to try re- 
creating it as if working en plein air; in this case, 
because the memory was so strong and I worked 
deliberately loosely, the painting does seem to 
retain some of that 'outdoors' feel. B3 

Next month: and one last thing 
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Paint the Cinque Terre 
and Italian Riviera 

With Hazel Soan June 2 to 2016 



Cinque Terre 

is a string of five 
villages clinging to 
the hillside along the 
beautifully rugged 
Italian Riviera. It is 
quite unique and 
designated a UNESCO 
World Heritage Site. 

The five villages are 
Monterosso al Mare, Vernazza, Corniglia, 
Manarola and Riomaggiore. Their colourful 
houses, which cling to steep cliffs that 
plunge into the deep blue water, have 
inspired many artists and poets, including 
Paul Klee, D.H. Lawrence, Shelley and 
Byron. Manarola's cluster of pink, brown, 
yellow and light green houses and 
Vernazza’s picturesque harbour particularly 
appeal to Hazel Soan. All the villages have 
retained much of their original charm by 
resisting development and restricting their 
access. They remain accessible only by 
boat, train or hazardous narrow roads. 

You will be based just along the coast in 
the attractive town of Portovenere, from 
where the ferries depart for the Cinque 
Terre. Portovenere is located on a rocky 
promontory and is as equally paintable as 
the Cinque Terre, with a busy harbour lined 



with pastel coloured 
buildings and views 
across to the Island 
of Palmaira. You 
will be staying in 
the luxury Grand 
Hotel Portovenere, 
which is superbly 
located overlooking 
the harbour and 
with fine views out to sea. 

This is an instructional painting holiday 
suitable for confident beginners, 
intermediate students and experienced 
students seeking a refresher workshop. 
The location is perfect for painting 
seascapes and for using a really colourful 
palette and inspiring a more abstract 
style. Hazel Soan will be working with you 
every day, providing inspiration and 
encouragement, and helping you select 
appropriate subjects to paint. Hazel will 
illustrate a wide range of the topics with 
talks and demonstrations. She will help 
you work through the challenges of 
painting en plein air as they happen. 
Three days will be spent painting in 
different Cinque Terre villages. Hazel will 
be working in watercolour, but students 
may choose to work in any medium. 




Hazel Soan is a talented, 
versatile and popular artist, as well 
as an informative and inspirational 
teacher. Her enthusiasm and energy 
is infectious and her ability to draw 
out the best in students is quite 
remarkable. Hazel was featured 
in the Watercolour Challenge TV 
series and has published many 
instructional books, including 
Watercolour Rainbow and 
Watercolour Landscape Techniques, 

Price per person £2,995 
single occupancy supplement £500 
Number of students 12 to 14 
Price includes flights, hotel 
accommodation, breakfast and 
dinner daily, three return ferry 
tickets, art tutor and travel escort 




01825 714310 art@spencerscottco«uk www.spencerscotttravel*com 

The Artist and Leisure Painter magazines have been offering overseas painting holidays since 1990 with renowned tutors. 

These holidays are organised by fully licensed operator Spencer Scott Travel Services Ltd CAA ATOL 3471 






IN CONVERSATION 



► Green Apples and Plums, oil on board, 
13X12ln (33X30.5cm). 

This painting is about strong contrasts and 
repeated shapes. The white cloth links the 
group to the edges of the picture plane and 
shows up the richness of the plums. These 
were both a trial and a joy to paint 
convincingly, the bloom being cobalt blue, 
permanent magenta and titanium white 
softly applied. I used ultramarine blue, cobalt 
blue, permanent magenta, alizarin crimson, 
lemon yellow and burnt umber.' 



T he starting point for one of Jenny 
Sutton’s still-life paintings is often 
a single teacup, a weathered 
flowerpot or a jug, of which jenny is 
already fond; ‘I favour objects with an 
association of repeated use. I select 
objects that make sense together, 
perhaps tell a story, but most 
importantly which harmonise and 
accentuate each other. It can take all 
day to stage a satisfying arrangement. If 
the objects give me a real buzz and 1 
consider the shapes and negative 
spaces very carefully, it can result in a 
winner’ 

jenny started out as a watercolourist, 
flirted briefly with gouache and acrylics, 
and finally opted for oils. I realised 
how the colour was much more alive 
and that further depth could be 
achieved. That was it. I have never 
looked back.' 

The composition 

Good drawing is fundamental to jenny’s 
approach. She developed acute 
observation skills while a student at 
Reading University School of Fine Art in 
the 1960s. 'Drawing from the life model 
was practised for a whole year - no 
paint and no other subjects. At times it 
was impossibly hard and frequently 
monotonous, but by the end of the year 
all students could draw anything.' 

Intuitively balancing her still-life 
compositions jenny’s objects vary in 
size and tone. 'I enjoy the contrast 
between for example, the dull matt 
surface of a terracotta pot, with the 
gloss and delicacy of a white china 
teacup. This gives me an excuse to pull 
out the stops on a singing warm or cool 
white.’ Scale is also important. 
Interesting negative shapes are formed 
from a variety of heights within the 
group - a viewfinder helps refine the 
surrounding negative areas in the later 
stages of setting up. When composing 




Painterly and traditional but with a distinctive 
modern edge, Jenny Sutton explores the inter- 
relationship of light, shape and colour, combining 
muted shades and close harmonies, as Caroline 
Saunders discovers 



she instinctively uses the golden 
section, which always provides a 
satisfying balance. 

Taking a leaf from Cezanne's book, 
jenny guides the eye round the picture, 
mostly in a curve or spiral that brings 
the viewer back to the dominant item. 
'Cezanne made breathtaking works, so 
simple yet so strong and alive.' Chardin 
has also had a strong influence, along 
with Samuel John Peploe, Claude 
Rogers of the London Group, John Ward 
RA, William Nicholson and Pamela Kay. 



Settings are crucial to the success of 
the composition. Coloured papers and 
cloths provide interesting surfaces and 
backdrops on which to arrange the 
objects. 'It is fascinating to see how 
tonal values can change completely 
with different backdrops. I rarely use 
patterned cloths, as I find they detract 
from the still quality I strive for. The 
most important consideration is the 
orchestration of colours, which binds 
everything together. Foreground and 
background are essentially flat or 
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A Mushroom Omelette, oil on board, 10X12in (25.5 x 30.5cm). 

The starting point was the paper bag of mushrooms. I liked the way the light caught the facets 
of the crushed brown paper, and the contrast of its warmth with the cooler mushroom. The 
arrangement was built from there, using a large salt glazed stockpot to provide symmetry and 
scale. The eggs provide evidence of activity, as well as lovely shape and colour. The blue and 
white mug was the essential colour complement needed for the earth tones. The colours used 
were burnt umber, burnt sienna, yellow ochre, cadmium red, ultramarine blue and titanium 
white.' 




A Cafe Noir, oil on board, 12X1 2in (30.5 x 30.5cm). 

This was about an old coffee pot with a tantalising contrast of brown textures. I wanted cool 
simple contrasts, so the grey of the basket gave me that and just enough texture. The pears 
were a wonderful soft limey green and the stark white coffee cup became the focal point. I used 
a limited palette of burnt and raw umber, transparent gold ochre, burnt sienna, ultramarine 
blue, cadmium yellow and titanium white/ 



modulated areas of colour and are 
treated as understudies for the objects/ 

Materials 

White commonly features in jenny's 
paintings, together with a limited 
palette of usually no more than five 
colours. ‘I tend to use earth colours and 
can rarely bring myself to use a pure 
red. I love adding that touch of warm 
white, which knocks back other colours 
to the middle ground and creates a 
dramatic focal point. One colour always 
dominates the painting and is usually 
included in most of the mixes, giving 
unity throughout.’ 

Mainly using Winsor & Newton and 
occasionally Old Holland, jenny's colour 
palette includes lemon yellow, 
cadmium yellow, Naples yellow, 
transparent gold ochre, raw and burnt 
umber, burnt sienna, cadmium red, 
Venetian red, alizarin crimson, 
permanent rose, French ultramarine, 
cobalt blue and permanent magenta. 

'I occasionally use viridian and cadmium 
orange, which is wonderful luxury and 
can add real zip. Alkyd titanium white 
fast drying oil is great as this dries 
speedily. I sometimes use flake white.’ 
jenny currently favours 2mm or 6mm 
MDF, ready cut to three or four sizes. 
She primes these panels with three 
coats of Golden acrylic gesso then tints 
them to a warm or cool grey with acrylic 
mixed with more gesso. Sometimes 
working on top of old paintings 
provides jenny with a counterpoint in 
colour to work against and sometimes 
the previous colours show through. She 
mostly works quite small, and rarely 
larger than 20x24in (5lx6lcm). 
Throughout the painting process jenny 
explores different compositional 
designs by placing a series of window 
mounts around the works. 'It is 
surprising how a different shape or a 
smaller size can increase the dynamics 
quite considerably. Often I find 
cropping to the next size down has 
more strength.' 

Although her studio has good daylight 
jenny also uses ambient daylight 
fluorescent strip lighting. Two rows of 
halogen spots provide focus lighting; 
one row is directed on her hanging wall, 
the other on her still-life group or down 
on her palette. She also finds her 
daylight fluorescent easel lamp helpful. 

jenny uses a combination of flat and 
filbert brushes - she likes Rosemary & 
Co’s Shiraz and Ivory ranges. Taking at 
least two sessions to produce a 
painting, jenny tries to get more than 
halfway In the first sitting, otherwise 
when she returns to the painting the 
next day she finds herself painting a 
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A Spring Flowers with Catkins, oil on board, 20X20in (51 XSlcm). 

The catkins provided both a calming vertical accent and a means of breaking up the 
surrounding area by reaching out of the frame; this was realised early on and resulted in a bit of 
cropping to get it right. The modulated surround of blues and violet grey set off the colours of 
the group. Colours used were: burnt umber, burnt sienna, permanent magenta, cobalt blue, 
yellow ochre, cadmium yellow, flake and titanium white. The pots were painted with mixes 
based on yellow ochre for the top, and an elusive mix of raw umber, cobalt blue, yellow ochre 
and titanium white for the lighter parts.' 



different picture over the top. If a 
painting needs lifting |enny prefers to 
oil It out but sometimes chooses to 
finish the work with a layer of Daler- 
Rowney retouching varnish; this brings 
up the colour but she is not fond of the 
accompanying glossy appearance. 

Concentration 

'When painting my concentration is 
intense and my focus is narrow. After 
two hours at the easel I need a 
complete break. Sometimes a painting 
is doomed from the first half-hour. It 
often pays off to plough on to make it 
work, usually by ruthless elimination of 
an obiect or even two, and always 
simplification. If it is not working I may 



start the same picture again, and it is 
amazing how problems are clarified in 
that second working.’ 

From time to time jenny paints old 
forgotten buildings and country 
landscapes for the sheer pleasure of 
the subject matter. I paint en plein air, 
favouring the morning light before 
about 1 1:30am.’ 

The most important thing jenny has 
learned is to keep going when things 
do not work and that the best painting 
is still to be done. ’I shall never stop 
learning and improving my skills and 
there will never be enough time to 
paint all the lovely items that come my 
way. A small gem can just sometimes 
follow a complete failure.’ IQ 




Jenny Sutton 

read Fine Art at Reading University and 
has exhibited regularly at the Royal West 
of England Academy, the Royal Institute 
of Oil Painters and The Society of Women 
Artists, as well as the Singer Friedlander/ 
Sunday Times Watercolour Competition 
the Laing Landscape Competition, the 
London and Bristol Affordable Art Fairs 
and many private galleries in London and 
the south. Jenny is a member of the 
Royal Birmingham Society of Artists and 
her work is in their permanent collection. 
Jenny welcomes commissions, 
w w w.jen ny sutton-fi nea rt.co.uk. 
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Learn oils the right with 

MARTIN Kl 

NEW 201,6 courses now available 



I 



^ ~ ,’C: 



Do you wish you'd been 
taught to paint properly? 

Most painters regret that they'd never 
been taught to paint and wonder what 
woufd happen to their work if they had 
been taught. 

That's why we opened the Norfoik 
Painting Schooi. Quite simply, it's the 
piace I wish i couid have Joined when 
i decided to pursue my dream of 
becoming an oii painter, 




Traditional gla 2 ing skills are suprisingly 
easy to learn to this student's delight 



Many of our new students are already 
painting in watercolour or acrylic and 
are ready to make the move to oils. 
However, we now offer Beginner's 
Oils courses for complete novices. 

We’re not a clique or exclusive 
society, and welcome painters of all 
abilities and from across the world. 

No matter how you paint now, or how 
you want to paint, we have a course 
which is right for you. 




Move from watercolour to oil. as this 20 1 5 
student did in just a couple of days 

We don’t teach conceptual art. 

Instead, we offer practical, structured 
oil painting workshops designed to 
teach the skills you need to find, 
develop and express your own artistic 
creativity. 

Students tell us it’s the best painting 
school around, and for many artists, 
even a day or two with us has 
completely transformed their work! 

How it works 

Make no mistake about it, all of our 
courses offer serious art tuition. Our 
workshops are designed to take you 
from complete novice to accomplished 
oil painter, and it's possible to join us 
at any stage in your development. 

In a course day we’ll teach you a 
method {or two), just as they were 
taught when art schools still had 
hands on painting in the curriculum. 

For instance, our foundation courses, 
such as Simply Oils, teach a method 
for glazing, colourful impressionism 
and, my favourite, Ebauche style, plus 



basics, such as making paints dry and 
choosing non-smelly materials. Once 
you’ve tried our methods, you’ll never 
look back. 

Nobody can master a technique in a 
day of course, but everybody can learn 
enough to practise it at home, so we 
focus on teaching a structured process 
and leave perfecting it up to you. 

In this way we ensure that our 
students take away not just paintings 
from the School, but great ideas for 
personal development. 

Join us in 201 6 and save up to £50 

Book before 1 6 October 2015 for 
selected 2016 courses and save up to 
£50 (offer subject to limited availability 
and booking conditions, see online or 
call for details). 

Please check our website for course 
details and then call Jane on 01 328 
730203 or e-mail us at 
jane @ norfol kpaintinqschool .com 




'The Norfolk Painting School truly 
deserves its amazing reputation" d.t 



WWW.NORFOLKPAINTINGSCHOOLCOM 
E; Jane@norfolkpaintingschooI.com T: 01328 730203 




PRACTICAL 



T he fluid nature of watercolour 
makes it ideal for recording the 
subtle transitions of tone, colour 
and soft-edged forms one sees at night. 
The moon on a clear night seems to 
flood the scene with a cold, deep blue- 
green hue. whilst the orange glow of a 
bonfire or cafe window unifies the 
subject in a wash of yellows, browns 
and purples. As a tonal painter, I like 
the way that low-level lighting has a 
unifying effect on the subject, reducing 
the colour we can see and simplifying 
forms to silhouettes. 

Interpretation and technique 

My primary focus is to capture an 
impression of how light influences form 
and space. In terms of representational 
painting 1 find that once the design and 
composition are resolved, tone and 
edge are the key ingredients for 
conveying atmosphere and light effects, 
with colour playing a supporting role to 
suggest temperature and mood. 

My approach to watercolour is quite 
conventional and I take great 
satisfaction from getting creative 
mileage with very basic, simple 
techniques. I feel there is often a 
pressure on artists to be ’innovative’ 
and ground breaking with technique, as 
though the way we make marks and put 
paint on paper is more important than 
the concept and subject itself. 

I always work from light to dark, 
establishing the broad masses first and 
details last. I rarely use masking fluid, 
preferring the natural calligraphy of the 
brush to the hard edges it can leave 
behind, although for certain subjects 
such as fireworks and small glinting 
lights It Is the only way forward. I am 
not averse to using gouache to add or 
rescue highlights, but find the white of 
the actual paper is often brighter and 
more effective. 

A lot of soft definition is often 
required for night scenes and for this I 
use a very controlled wet-in-wet 
process. Street lights, shop windows, 
firelight or the moon have varying 
degrees of definition and over time I 
have gradually learned how much 
pigment is required to control how far 
an edge will travel in a wash. 

A street light, for example, has an 
intense bright nucleus; the light then 
becomes a soft orange halo as it 
radiates outwards. To achieve this 
effect, I first wet the centre of the light 
source and work outwards in radiating 
brushstrokes, working from the white of 
the paper in the centre and gradually 
introduce Winsor yellow, cadmium 
orange and alizarin crimson. I finally 



Night scenes 

in watercolour 

Nocturnal subjects and subdued, atmospheric 
lighting have inspired artists throughout history. 
Paul Weaver shows you how to capture these 
effects in glowing watercolour 




A The Louvre at Night, watercolour, 18Xl3in (45.5 X 33cm). 

The Louvre is a complex, architectural subject. Here I have simplified detail with soft edges and 
dry brushwork, focusing on shape, tone and the effects of the lighting and reflections 
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WATERCOLOUR 




A Step by step tonal sketch 

Working from a combination of photographs I made a final pencil 
sketch to resolve composition and tones 








if 



A STAGE ONE 

With the drawing established, I applied a pale wash of ultramarine blue 
and permanent magenta for the sky, with Winsor yellow and burnt sienna 
across the buildings, pavement and cars. While this was wet I lifted out 
the lamplight and light falling across the pavement with a damp brush 




A STAGE TWO 

Once dry I developed the sky with a strong mix of ultramarine, 
alizarin and burnt sienna, softening it on the right for the glow of 
the street lamp. While this wash was wet I quickly painted the 
buildings on the left, blurring the roofline and creating soft edges 
throughout and also lifting out the lamplight 



A STAGE THREE 

I next developed the cars with a combination of deep blues, greens and 
reds, aiming to suggest shape rather than detail. I used the same colours 
for the window surrounds and shop signage on the right for unity, 
creating the warm interiors with cadmium orange and permanent 
magenta 



blend the periphery with the 
surrounding buildings and night sky. 
The important thing is to keep adding 
pigment, not water; otherwise it will all 
run out of control and fill in! 

The same process can be used for a 
full moon against a clear night sky. 
Depending on cloud or mist, the moon 
tends to be a lot more defined as a 
light source but can look cut out and 
’stuck on’ if painted with the razor- 
sharp edge masking fluid produces. 
Lifting out with a damp brush can work, 
but you have to be quick and can risk 
losing the white of the paper. A more 
controlled effect can be achieved by 



first painting the disk of the moon in 
clear water, then painting the night sky 
outwards from the wet edge. Again you 
must have a pigment-rich wash for this. 

Firelight creates another set of 
challenges, the flames providing a 
combination of sharp and softer forms 
as well as the dancing, flickering 
movement. Working light to dark, I first 
paint in the oranges and yellows of the 
fire, ensuring the wash goes further 
than the radius required. I let this dry 
and then re-wet or dampen the areas I 
want to be soft, and then paint the 
night sky up to it as a negative shape. 

These are in themselves quite simple 



techniques; I am essentially playing 
with pigment and water ratios and the 
timing of putting them on the paper. 
Investing in good-quality paper, paints 
and brushes increases the chances of 
success, but in the end it is plenty of 
regular practice that will develop an 
intuitive feel for how far pigment will 
travel in a wash. 

Don't be afraid of the dark 

Night scenes certainly offer a great way 
of building your confidence in handling 
strong, darker mixes. Very often it is the 
dark areas of a painting that create the 
tonal impact required to suggest the 
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A FINISHED PAINTING 

Evening Shoppers, Bath, watercolour on Saunders Waterford Rough, 1401b (300gsm), 10X14in (25.5 x 35.5cm). 

I added the figures and glazed the pavement with a wash of cadmium orange, lifting out the lighter areas and adding shadows 
while all was still damp. Final details were a suggestion of pavement lines and some structure to the overhead lamp 



effects of light and shade, regardless of 
the time of day you are portraying. 

The challenge with watercolour is that 
a wash can look just right in the palette 
but then appear too light on the paper. 
Applying further washes to achieve the 
correct tone carries the danger of 
creating mud. You need a strong mix to 
compensate for the transparency - if it 
looks wrong on the palette it should be 
right on the paper. 1 find good-quality 
tube paints a great help as I can pick 
up rich pigment to add to a wash 
quickly and easily. A well-considered 
tonal sketch is also vital. Aside from 
refining the composition and 
placement of the focal point, it tells me 
just how dark I really need to go. If It 
works in black and white, then it should 
work in colour and if all goes well, I aim 
to lay in my mid-tones and darks with 
no more than two washes. 

Colour is always open to 
interpretation. I used to be concerned 
about mixing exactly the right colour, 
but now think more in terms of light or 



dark, warm or cool. As long as the tones 
are right, the picture will read; if you 
are new to watercolour a good exercise 
is to paint a picture in just burnt umber 
and ultramarine blue, to focus on tone 
and timing. 

Regarding the night sky, I try to avoid 
painting everything black, which can 
look a little flat. I enjoy giving artistic 
licence free reign here, using deep 
blues, crimson and turquoise for cold, 
moonlit skies and continuing the glow 
of a fire or city lights with deep 
oranges, reds and magentas. For darker 
areas I mix burnt sienna and 
ultramarine blue with a little alizarin for 
a strong, rich dark that has good tonal 
depth. 

Night scenes provide the artist with a 
lot of creative scope, allowing plenty of 
opportunity to experiment with tone, 
colour and composition as well as 
learning to control a wide range of 
gradations and edges in washes and I 
hope these examples and suggestions 
prove useful. IQ 




Paul Weaver 

is a full-time artist and demonstrator 
and an elected member of the Pure 
Watercolour Society. For information 
about his teaching DVDs, painting 
courses and holidays, see 
www.paulweaver art.co.uk. 
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OIL 



The power of 

a limited palette 

Oil painter Hannah Merson shares a few things she's 
learnt about oil painting, both in and out of the studio 



I picked up a brush five years ago and 
have been learning to paint ever 
since. What follows is some advice 
that works for me, but as there are as 
many different ways of tackling painting 
as there are painters, 1 hope you'll find 
some of the advice useful. 

Materials 

The American artist Kevin Macpherson 
introduced me to a limited palette of 
just the three primaries and 1 still use it 
today, both in the studio and out in the 
field. With cadmium yellow light, 
cadmium red light, ultramarine blue 
and titanium white 1 can mix pretty 
much anything I want, and they help to 
keep a unity to the painting. 

Most of my paintings are on MDF 
board that 1 get cut to standard sizes at 



my local DIY shop. I give them three 
coats of acrylic gesso and put on a 
turpsy wash using up the paint left on 
my palette at the end of a day; this 
gives me a tone to work on so that if I 
put down light colours 1 can see them. 

I use whatever brushes I have to hand, 
and have a really bad habit of not 
cleaning them between painting 
sessions, so 1 buy inexpensive brushes 
and replace them regularly. 

Colour notes 

I like things to be simple so 1 try to 
focus on shapes of colour rather than 
objects. Whatever the subject, 1 
consider two things: shape - get this 
right and put it in the right place 
(drawing); colour - get this right and 
your value will be correct. 



Think about colours in relation to one 
another: cooler/warmer, darker/lighter, 
redder/bluer. Choose an easy colour to 
see' to start with because everything 
else can be related to this first note. 
Start with the big shapes and work 
down to the smaller ones (the detail) - 
it's just smaller and smaller shapes. 
Edges can be treated in the same way, 
soft edges have small transitional 
shapes between two larger shapes. 

The best way to see' colour notes is 
to paint from life. 1 don't like attracting 
too much attention to myself, so find a 
6x8in pochade box the ideal solution. 

1 can tuck myself away in a corner 
somewhere and most people will walk 
past without a second glance. It also 
means I don't have to carry too much 
kit. The box holds my four tubes of 
paint, a viewfinder and three boards. 

1 just need a pot of turps, some tissues 
and a couple of brushes. 

1 don't put any pressure on myself to 
produce finished paintings. It's all 
about observing colours and shapes 
and trying to put them down accurately. 
1 often think that these studies have 
more 'life' to them than my studio 
paintings. 1 limit my painting time to 116 
hours or less because the light will alter 
so much over this time that if you 
continue the colour notes will be 
completely different. 1 really admire 
artists who can paint large paintings 
outside but it just doesn't work for me. 

My philosophy for studio paintings is 
exactly the same as for plein-air painting. 



◄ Towards Tower Bridge, oil on panel, 
10X12in (25.5X30.5cm). 

This is a studio painting. I began by blocking 
in the dark shapes. The start of any painting 
is the most important part - get the big 
shapes accurate and the smaller ones are 
easy - if they're inaccurate you'll be fighting 
with the drawing 
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PRACTICAL 




Give a lot of thought to mixing colours 
on your palette to get them as accurate 
as possible before putting them on 
your board. Keep asking yourself 
questions - should this colour be 
warmer or cooler, lighter or darker, 
more yellow, or bluer? How does this 
colour compare to its neighbour? When 
you put a colour note onto your 
painting, leave it -do not fiddle! I find 
muddy paintings are the result of 
fiddling with the painting, not too much 
mixing on the palette. If you're not 
happy with a colour note scrape it off 
with your palette knife and try again. E3 



A Trent Bridge, oil on panel, 6X8in 
(15X20.5cm). 

Painted during a cricket match at Trent 
Bridge, this took about an hour, it's quite a 
complicated scene so I tried to break 
everything into simple colour notes. I started 
with the bigger shapes of the building and 
worked my way down to the detail. I didn't 
even attempt to paint the crowd, other than 
putting down some simple grey shapes to 
hint at them 

▼ Fountain at Belton House, oil on panel, 
6x8in(15X20.5cm). 

This painting took just over an hour. I tried to 
break everything down into simple shapes of 
colour 



MORE TIPS 

• Chuck the projector In the bln. You'll 
never stop needing to work at your 
drawing so you might as well get 
started. 

• You have to practise, practise and 
practise. Record how many hours a 
day you are actually painting - you will 
probably be surprised. 

• Set objectives. One of my objectives 
was to get a painting accepted Into 
the ROI exhibition, so I bought a wrist 
band and promised myself it would 
never come off until I'd achieved my 
objective - I wore that band for three 
years but would have worn It for 20 
had it been necessary. 

• Persevere - It's hard when you get 
rejected but get back up again and 
work harder. Use it to fuel your fire not 
give up. 

• Be selective about who you take 
advice from. Lots of people will want 
to share their opinions with you but 
unless they are Ken Howard or 
someone equally qualified take it with 
a pinch of salt. Don't let other people's 
negativity impact on you - you control 
your own thoughts so keep them 
positive. 

• Painting Is a never-ending journey - 
don't be too hard on yourself, learn 
from your mistakes and move on. 

• Believe In yourself. Henry Ford was 
right when he said: 'Whether you think 
you can, or think you can't - you're 
right'. 



Hannah Merson 

studied at Nottingham University and 
worked as a chartered accountant 
before taking a career break to start 
painting. She is a member of the 
Society of Equestrian Artists, has won 
awards in the society's exhibitions, and 
has exhibited at the Royal Institute of 
Oil Painters' annual exhibition. 
www.hannahmerson.com. 




Hannah Merson painting at Trent Bridge 
cricket ground 




w\A/w.pai nters-on I ine.co.uk 



1/^rartlSt November 2015 



27 




PASTEL 



Shadows and 
reflections 

Jenny Halstead looks at shadows and reflections: what they 
are, what they do and how to represent them in pastel 



e know what shadows and 
reflections are, but we often fail 
to register them. Both are 
dependent on light, but they give us 
different effects. In order to capture 
their strengths and subtleties you need 
to be aware of the tonal range and of 
how much lighter or darker the shadow 
or reflection is compared to the object 
being cast or reflected. Start by looking 
for them; notice what they do, how they 
change, what shapes and distortions 



appear and how multiple shadows 
occur when there is light from several 
directions. Then start sketching, 
recording what you observe and how 
you could use them as part of your 
composition. It is important to 
recognise the quality of light, its source 
and Its strength, be it natural or 
artificial. The direction of light will 
define form and surfaces. 

Consider a white room, which would 
have a wide range of tones of white 





depending on the light source, and how 
that throws some areas away from 
direct light into shade, and possibly a 
cast shadow. Really strong shadows or 
reflections can be used to great effect 
In a composition giving, for example, 
horizontals and verticals that disappear 
the moment the light changes, or the 
surface of the water alters. 

Shadows 

A shadow is formed when something 
interrupts the course of light. For 
example, when a figure stands in 
sunlight the sun's rays strike the figure 
on one side; by definition the other 
side will be in shade, and It will cast a 
shadow of itself on the ground. If the 
figure stands against the light and the 
whole form is dark, with the light just 
catching the top of the head and 
shoulders, the cast shadow will take on 
a different shape, and take up the 
colour and form of the ground surface 
and define it, making interesting 
shapes and patterns that can aid the 
painter's composition. 

The quality or strength of natural 
outdoor light will vary according to the 
weather and the seasons. Shadows are 
long when the sun is low in the sky and 
short when the sun is high overhead. 
Overhead light is often referred to as a 
'flat' light because the shadow is almost 
directly underneath the object, so there 
is almost no cast shadow to bring things 
Into relief. 

There are, of course, many days when 
the weather is dull and there are no 
obvious shadows, but there is still a 
light source from above. On a bright 
summer's day the scene may be 



◄ Cuba Libre, pastel, 1 5^X 1 5)^\n (40X40cm). 
Strong dark shadows give contrast to the lines 
of white linen 
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PRACTICAL 



brilliantly lit, but remember the 
darkness under the trees or hedges 
where no light can penetrate. On a dull 
or cloudy day all tones will start to 
merge; if this then leads to rain, you 
have the bonus of reflections. 

Natural light is magical but shadows 
change fast - watching them move is 
fascinating, as they alter in minutes. 

This is when a quick five-minute tonal 
sketch is a very useful exercise as it will 
remind you what it was that you wished 
to capture - far better than chasing the 
sun and the shadows and continually 
having to change your piece of work. 

Shadow colours 

There are many variations of shadows: 
hard and soft, dappled and broken, 
warm and cool, some even shimmer 
and flash as light bursts through moving 
foliage. Brilliant sunlight casts strong 
shadows with hard edges; gentle light 
gives a softer shadow. Shadows will 
absorb and reflect both colour and 
light. 

The colour in shadows is by definition 
dark, but try to avoid black or dark grey 
shadows, which can dominate and kill 
your painting. Keep shadows colourful, 
because they are playfully picking up 
ground colour, so go with it and 
introduce cool shadows into warm areas 
and warm colours into cool. Remember 
that the girl in the dark red dress will 
cast the same colour shadow as the girl 
in the white dress. 

Artificial light or electric light is useful, 
particularly for a still-life set-up, as it 
guarantees consistency. The shadows 
will remain the same, providing they 
are not close to a natural light source 
such as a window, and this gives you 
time to produce a painting or even 
return to it the next day. 

Reflections 

A reflection is reflected light, colour or 
an image and is directly under the 
object. A shadow does not transfer 
colour but a reflection does. Water is 
often associated with reflections. It is 
transparent and, although it will pick up 
the colours underneath, the surface is 
reflective and reflects the sky, and also 
the trees on the far bank if the water is 
still. The edges of reflections in water 
often look more like movement, if you 
soften the edges. Sometimes a perfect 
upside-down image is generated by 
what is above (as in a motionless lake); 
at other times, as with a reflection in 
moving water, you will see the 
reflection carried on the top of the 
ripples as they come towards you. But 
do remember your perspective: the 
ripples must recede and get smaller 





A Reflected light is shown in this simple 
pen and wash sketch. The light from above 
strikes the surface and bounces up on to the 
shadowed underside of the object 



and closer together as they disappear. 

An adjacent shiny object such as 
metal or glass can become a reflector, 
as when a reflection is caught in a 
window, or a mirror on a wall, or even 
something dark like a computer screen. 
A highlight is a form of reflection. The 
quality and strength of light will affect 
the reflection, so too the surface. 
Distortions are fun - think of fairground 
mirrors, a spoon or a round metal bowl. 



A Fish Market, pastel, 1 x 1 5^4in 
(40 X 40cm). 

Strong reflections on a wet floor create 
dramatic verticals 




A This photograph demonstrates that 
exciting moment when shadows and 
reflections are seen together 



w\A/w.pai nters-on I ine.co.uk 



‘//(('artist November 2015 



29 




PASTEL 



DEMONSTRATION Shadows and Reflections 




I set up this still life in my kitchen and sprayed the worktop 
with water to give a reflective surface. The window behind to 
the left cast a shadow of the flowerpot 



< I always do a five-minute 
tonal sketch, usually with a 
water-soluble Berol pen and 
water to move the line into a 
tonal mass with a brush and 
water, or an Aquabrush. If I 
decide it doesn't work, I've 
lost only a few minutes and 
it's easy to start again. Here 
the subject is rather too 
central, but I can pull the 
shadow from the pot to aid 
my diagonal 



► STAGE ONE 

Using Conte, I drew 
accurately on Art Spectrum 
Colourfix paper. I rarely rub 
down or clean up smudges 
as pastel is opaque and will 
cover what I choose to lose. 

I then applied a fairly loose 
watercolour underpainting 
of ultramarine and 
permanent rose, allowing 
the objects to melt into their 
shadows or reflections 



V 





◄ STAGE TWO 

I started by putting in some 
darks, allowing me to assess 
the range of tones I needed 
and still retaining my light 
areas. I used Unison for their 
soft quality, which is ideal for 
blending, also Caran d'Ache, 
Daler-Rowney and 
sometimes hard pastels, such 
as Conte 

► STAGE THREE 

I softened the lower part of the 
reflection of the jug and dish 
to contrast with the sharper 
reflections and shadow of the 
flowerpot, and added warmth 
to the cool cast shadow. I 
blended the shadow on the 
right and added some more 
warm colours to the right side 
of the picture, introducing 
more warmth into the cool. I 
decided to add an indication of 
the sink on the left, in order to 
push the eye back down into 
the reflections 




Reflected light is when light bounces 
off a bright surface back on to the 
object, giving a three-dimensional form 
to the object. Thjs is an exciting find, 
but it can get in the way and complicate 
the shadow. 

Studies 

In order to make a study of shadows 
and reflections it is a good Idea to set 
up a simple still life In a controlled 
situation, such as indoors with artificial 
light from a single portable lamp; a 



natural daylight bulb is ideal, but any 
will do. Select a few simple objects and 
group them. Move the lamp around and 
observe what happens to the shadows. 
When the light is high it will cast soft 
shadows. Move it in close and to the 
left or to the right and it will produce 
sharp, strong shadows that may link up 
with the next object. Look carefully at 
the shapes the shadows make as they 
gradually extend over the surface and 
up and over the next object. 

When you have chosen your ideal 



position and angle for the light, make a 
thumbnail sketch. This, in my opinion, 
is invaluable for planning composition 
and for finding shapes and patterns. 
This is sound training for working 
outside in natural light, which will be 
forever changing. A further study of just 
one or two shiny objects, and not 
working too small, will allow closer 
observation. Reflections require a shiny 
surface such as a polished table or any 
high gloss material or, for maximum 
reflection, a mirror. 
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A FINISHED PAINTING 

Shadows and Reflections, pastel on 
Colourfix paper, 15'/^X15'>^in 
(40 X 40cm). 

i made a general assessment of what 
rd done, using two L-shaped mounts, 
and cropped to a final format 




Jenny Halstead PS 

studied at Sutton and Cheam School of Art and won a Guest 
Scholarship to the Royal Academy Schools while training in 
Medical Art. She Is a Fellow of the Medical Artists' Association 
and a member of the Pastel Society UK. Jenny was Artist in 
Residence at the last excavation of the Roman Town of 
Silchester (Calleva Atrebatum). Her solo exhibition, concurrent 
with the launch of the book Silchester - Life on the Dig, 
published by Two Rivers Press, is from October 24 to November 
3 at the Old Fire Station Gallery, 66 Market Place, Henley-on- 
Thames RG9 2AG. Open daily 10-4pm. For details of Jenny's 
workshops and holidays see www.jennyhalstead.co.uk. 
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David Curtis ROI, RSMA 
is a member of the Royal Society of 
Marine Artists and the Royal Institute of 
Oil Painters, and an editorial consultant 
to The Artist. He has exhibited widely, 
including at the Royal Academy Summer 
Exhibition and all the major national 
society exhibitions, and won many 
awards. He is a regular exhibitor at the 
Richard Hagen Gallery, Broadway, 
Worcestershire and his work is in many 
private and permanent collections, in 
Britain and overseas. David's many DVDs 
are available from APV Films, 
www.apvfilms .com, telephone 01608 
641 798, and he is the author of several 
books. His work can be seen in the Royal 
Society of Marine Artists' annual 
exhibition at the Mall Galleries, The Mall, 
London SWl, from October 14 to 25. 
www.mall galleries.org.uk, telephone 020 
7930 6844. 
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En plein air 

watercolour 



Step out of your comfort zone, says David Curtis 
as he describes the excitement of painting a less 
familiar landscape in watercolour 



F or the greater part of the year, I 
guess, we plein-air painters are 
happy to explore our own familiar 
landscape and coastal regions, 
revisiting known favourite spots, whilst 
appreciating the challenge of capturing 
differing light conditions and seasonal 
variations in atmosphere, colour and 
tone. Probably on several occasions in 
the year we also like to enjoy the 
stimulus of a less familiar landscape 
and rise to the challenge of modifying 



our colour palette when presented with 
the excitement of being a little out of 
our comfort zone in terms of subject 
matter. 

Most painters, these days, travel 
extensively and produce exciting visual 
imagery as a result. It's grand to raise 
the bar a little and work outside in the 
heat, dust and wonderful constant 
sunlight. For example, I have always 
enjoyed the atmosphere of the Balearic 
Islands and find the sharp light and 
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◄ Secluded Boatyard, Bmibkquer Veil, 
watercolour, llXlSin (28 x 38cm). 

I found this jewel of a subject as I trawled 
through the network of alleyways, searching 
out possible locations. I think some subjects 
cry out to be painted and this is one such 
composition. The whole painting was 
completed in around two hours, with the 
lengthening shadows stated quite early on in 
the proceedings. I used masking fluid for the 
various highlights; a good tip is to secure the 
light effect as early as possible, so avoiding 
observational problems later on. All in all this 
was a most enjoyable painting experience 
and for once I was in the shade - what a 
relief! The temperature each day reached the 
high 80sF, which is not especially conducive 
to the watercolour medium! 



▼ The Harbour Inlet, Binib^quer Veil, 
watercolour, llXISin (28X38cm). 

To catch the best light in the Mediterranean 
you have to set out early. This plein-air 
harbour study was painted around 7am, 
when the scene offered sparkling light, all 
viewed contre-jour. The complex of Moorish 
houses affords a fascinating backdrop to the 
harbour activity below. The heat of the day 
was yet to transpire, so it was possible to 
control the series of washes more easily; of 
course it also helped that I was working on a 
relatively small scale. I was selective in the 
choice and placement of the various vessels 
bobbing around in the harbour mouth. This 
requires a bit of drawing discipline, since you 
have to think and process information rather 
carefully on the spot, in order to glean the 
very best the composition has to offer 




A Steep Cliffs and Harbour Entry, Cala Santa Galdana, oil, 24X20in (61 X 51 cm). 

I found this magnificent subject with its contrast of a deep blue sea and the warm colours of the 
limestone cliffs whilst scrambling around the rocky headland. It was produced in the studio, 
very much from photo references, since the viewing position was seriously precarious and not 
conducive to setting up and painting gear at ail! I do love the texture of rock surfaces, the 
fissures and crack lines, indications of reflected light and sudden flashes of lit edges, placed to 
heightened dramatic effect 




rugged scenery quite alluring. Menorca 
is typical and providing you are 
prepared to go off the beaten track a 
bit, you will be rewarded with unspoilt 
fishing harbours and fantastic deserted 
coves. For my visit to the island last 
year I decided to work purely in 
watercolour. I have always felt 
comfortable with the pochade oil box 
when painting abroad, favouring the 
direct approach to the subject with a 
medium I truly feel in control of. So the 
discipline of using a water-based 
medium was quite refreshing, knowing 
I wouldn't have the back up of my 
preferred medium at hand. 

I produced a range of studies on the 
island, one of which I show here as a 
step-by-step demonstration from an 
original preliminary sketch. I have also 
included a few larger studio pieces 
produced over the winter months from 
all the amassed information gathered 
on the spot. 
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WATERCOLOUR 



DEMONSTRATION Binibequer Veil 

Binibequer Veil is a complex of Moorish whitewashed 
buildings that lie cheek-by-jowl by the sea, offering 
lovely contrasts of highly lit surfaces and beautifully blue 
shadow areas abounding. This study, a studio piece, is 
illustrative of the architectural style of the Island 



MATERIALS 

• Daler-Rowney and Winsor & Newton Artists' 
watercolours 

• A Craig Young watercolour box 

• Brushes: Rosemary & Co finest pure sable series 99, 
No. 5; series 33 kolinsky sable Nos. 8, 1 0. Winsor & 
Newton sable and rigger series 99 No. 4; one really 
fine Pro Arte series 100, No. 3 

• Saunders Waterford tear-off pad, 3001b 

• Herring lightweight easel and painting stool 





A My initial sketch 



◄ STAGE ONE 

Working from my initial sketch (above) and 
photographic reference I sketched, quite 
loosely, the essentials of the composition on 
a Saunders Waterford 3001b tear-off pad, 
then masked out some of the extremes of 
light I observed. Once dry I was able to flood 
in a broad-based wash using a wet-into-wet 
technique. This gives a sense of the very 
essence of the colour and tonal shifts in a 
scene, and creates a foundation for all 
subsequent superimposed wash areas. The 
tree mass was laid in at this stage - soft 
edged, wet-into-wet - to set in place the area 
of darkest tonal value to act as a visual 
comparative guide for the tonal 'set' of the 
painting 



► STAGE TWO 

I removed the masking fluid to 
reveal the extreme light 
sections. I could now see a 
satisfying design of balanced 
shapes that suggested a sound 
compositional structure on 
which to work and develop the 
painting. I began to firm up 
some strong building forms in 
order to maximise the light and 
dark extremes that I felt were 
the hallmark of the character of 
this subject 
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A STAGE THREE 

Using the registered dark tones as a guide, I aimed towards the mid>shadow tonal areas, 
creating the sense of cast shadows. Solid forms and the effect of the directional light began to 
give a convincing sense of the various interlocking shapes. I also introduced a few warm ochre 
statements, which are largely representative of the surfaces receiving reflected light from other 
sources 



PRACTICAL 

T FINISHED PAINTING 

Binib^quer Veil, watercolour on Saunders 
Waterford, 1 1 XI Sin (28X38cm). 

The distant buildings on the right-hand side 
required a considered although non-insistent 
suggestion of indeterminate shapes, using 
the initial wash as a key to further detail. A 
soft-edged tree form helped to suggest that 
spatial distance relative to the hard-edged 
dominant tree form just right of centre. 
Figures were carefully placed to lead in the 
eye and add to the sense of recession; the 
seated figure on the balcony balanced the 
composition. In the foreground, the flower 
trough gives a little local colour and 
punctuates the warm ochre road surface. The 
sun was near maximum height, so shadow 
forms were not much in evidence. The final 
task was to apply a controlled warm ochre 
wash over the complete road area, all In one 
go. The effect was to crisp up all the lead-in 
edges that were originally placed as masking 
fluid marks. A fairly restrained palette of 
colours was used: French ultramarine, cobalt 
blue, cerulean blue, raw sienna, burnt sienna, 
cobalt violet, permanent rose, cobalt green 
and WInsor lemon 
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A technical 



River Memories, iPad drawing 
made with Procreate app 




A latecomer to the iPad, 
David Parfitt soon 
found himself 
discovering its image- 
making possibilities. 
Here he demonstrates 
just how simple it is to 
draw a river scene using 
the Procreate app 



lunmuiv 



I t wasn't until March 2014 that I 
eventually bought an iPad Air, but 
not first and foremost to use as a 
drawing tool, although it wasn’t long 
before 1 gave it a go. After 
experimenting with a number of 
drawing apps, 1 eventually discovered 
Procreate, which consistently tops 
reviewers' lists and it was a complete 
revelation. It is a powerful and complex 
digital sketchbook app that is used by 
professional illustrators, but that does 
not mean you have to be an expert to 
use it and be creative. It has the 
capability of reproducing virtually any 
drawing tool and much more. 1 
particularly like the capability to work 
in layers and above all the undo 
button! 1 found it intuitive and 
relatively straightforward to use from 
the start and among the drawing apps 1 
tried this is the one which suits me and, 
as artists, that is all we are searching for 
- something that fits the way we work, 
be that paint, paper, brush or iPad. 



Stylus 

Although there is no great need to buy 
a special stylus, 1 bought one. It wasn't 
cheap. The Adonit jot Touch 4 
(Bluetooth and pressure sensitive) has 
a transparent disc covering the nib, 
which allows the stylus to connect with 
the screen and, importantly, allows the 
line to be seen exactly where it is being 
drawn - 1 would always recommend 
using a screen protector on the iPad; 
mine has tiny lines and marks where 
dust has got between the disc and 
screen. Another handy part of the 
design is the two buttons on the side of 
the stylus that can be configured as 
short-cuts to many of the tools - 1 use 
them for undo and redo. 

At the time of writing an updated 
version of this stylus is available, the 
Adonit jot Touch Pixelpoint, which does 
not have the plastic disc. I haven’t tried 
it but most of the reviews I’ve read are 
favourable. 
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PRACTICAL 




A Old House, iPad drawing made with Procreate app. 

This is one of my early attempts with the iPad. It was mainly drawn using the collection of 
Sketching brushes (Technical Pencil, HB Pencil, 6B Pencil, Artist Crayon, etc) but with Heavy 
Metal and Wasteland brushes used for some of the larger background and foreground areas. 
The highlights were put In with the Oriental Brush from the Painting collection 



Getting started 

It’s quite easy to doodle and draw in 
Procreate as you would in a paper 
sketchbook but 1 find it quite useful for 
trying out major changes to watercolour 
paintings. 1 take a photo of the painting 
I am working on with the iPad, import 
the image into Procreate and make the 
intended changes within the app, for 
example darken fields, alter a sky or 
add branches, all without spoiling the 
original painting. It is not perfect of 
course but it does give an indication of 
what the proposed change will look like 
before actually committing to it - vital 
with watercolour where it is so difficult 
to undo a major alteration without 
things inevitably becoming muddy or 
overworked. In the main, however, I use 
it for making preliminary monochrome 
studies and sketching out 
compositions. This is the type of 
drawing I am doing here ~ a sketch for 
an intended watercolour painting of a 
river scene. It is based on a photograph 
(below right) and a pencil sketch. 

I begin by creating a new canvas. 
There are five pre-loaded options 
available: Retina, Square. 4K, lOSOp 
and A4. 1 usually choose Retina for 
sketching as it is in the same 
proportion as the iPad and exactly fits 
the screen. For printing I choose A4, 
which is 300dpi and gives a larger 
image. This is the option I have gone 
for here. 

Without going into full details of all 
the editing options available, the top 
right of the screen has the drawing 
tools: Smudge tool. Eraser, Layers and 
Colour palette. The top left-hand side 
has overall adjustment, menu and save 
options, while a panel on the right- 
hand of the screen has brush size and 
opacity, which are adjusted using the 
slider bars. The all-important undo and 
redo buttons are here as well. The 
location of these tools can be changed 
to the left-hand side if preferred. For 
the purpose of this exercise I used the 
basic brushes and only changed the 
size and opacity to suit the width/clarity 
of mark made. 

Once finished I save or share the 
image, which can be done in four 
formats: Procreate, Photoshop, jPEG or 
PNG. It really depends on the purpose 
of the drawing and the resolution 
required. I usually choose jPEG if I want 
to make a print on my home printer. 
There are also options for Share 
Destinations as Procreate uses the iOS8 
Sharing system but I generally save the 
images. Interestingly there is also the 
option to export a time-lapse video of 
the drawing, which makes for 
interesting viewing. 



Final thoughts 

In this article I have only scratched the 
surface - there are so many other 
techniques available within the app, 
the options are practically endless. You 
don’t have to restrict yourself to 
representational mark making, either. 
Abstract ideas and textures can lead 



work in different directions. 

Having said that, the iPad will never, 
for me, replace the feeling of drawing 
and painting on paper, but that does 
not mean one cannot embrace new 
technology and use it in exciting ways 
to create or enhance the work we are 
doing. It’s something I should have 
done several years ago. 



DEMONSTRATION River Memories 




A My reference photograph for the iPad drawing demonstration (overleaf) 
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IPAD ART 





◄ STAGE ONE 

I began by selecting a dark blue/green from the colour palette 
and using the Artist Crayon brush to establish the large dark tree 
shapes. I then changed to the Spicule brush to indicate the 
background masses of trees/branches, which were all 
intertwined. I used this brush in a variety of sizes/opacity to 
portray the winter trees and branches; it gives the untidy and 
disorganised effect seen in nature 





A STAGE TWO 

Next I started to put in the 
river. Rather than drawing 
or painting it, I used the 
Concrete Block brush, 
changing the size to 65% 
and the opacity to 10%, 
which simulates the 
direction and feel of 
moving water - I continued 
to re-work the river as the 
drawing progressed 




A STAGE THREE 

Using the Hessian brush at 80% I worked 
to darken the background and 
foreground trees. I added some lighter 
marks to further create a feeling of 
texture. Altering the colour in Procreate 
can be achieved by using the colour 
palette in the top right-hand corner, or by 
sampling a colour in the drawing. In this 
case I rested the stylus on a light area of the screen for a few seconds to pick 
up the colour underneath it. In a very short space of time the sketch was 
beginning to reveal itself 




► STAGE FOUR 

It was time to build up 
the drawing. I added 
some of the larger 
branches using the 
Artist Crayon, toggling 
the size between 1 0 
and 20%. 
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PRACTICAL 





^ STAGE FIVE 

Changing the brush to HB Pencil I continued to add more 
detail, gradually building up a series of scribbles and 
marks for branches and leaves (Ivy and bracken) 



► STAGE SIX 

As the image progressed I made small 
adjustments, firstly with the Concrete Block 
to darken the river, then with a light tone for 
the Spicule I added further texture to the 
foreground and middle distance 

T FINISHED DRAWING 

River Memories, iPad drawing made with 
Procreate app. 

The sketch at Stage 6 probably has sufficient 
information to make a painting from but I 
now looked at the drawing in its own right 
and decided to make more dark marks with 
the HB Pencil, Concrete Block, Heavy Metal 
and Hessian. Then to pull things together I 
added a few light branches with the Technical 
Pencil, used Artist Crayon to lighten the right- 
hand tree and then finally lighten the river 
with Concrete Block 






Procreate is only available for iPad, 
price £4.49 from iJunes; a free 
handbook is also downloadable. 



David Parfitt 

is an elected member of the Royal 
Institute of Painters in Water 
Colours (Rl) and he as won the Neil 
Meacher Sketching Prize (2011) and 
the Frank Herring Award (2014) in 
their exhibitions. David has 
exhibited widely, including with the 
Rl and the Royal West of England 
Academy, Bristol, and the Sunday 
Times Watercolour Competition. 
www.davidparfitt-art.co.uk 
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PRODUCT REVIEW 



Pencils for everyone 



With their bright, clean 
colours and ability to 
make a range of marks, 
Caran d'Ache Supracolor 
Soft Aquarelle Pencils 
have much to offer the 
artist as Mary Herbert 
discovers 



W ater-soluble, or aquarelle, pencils 
appear identical to ordinary wax- 
or oil-based coloured drawing 
pencils and can be used in exactly the 
same way. The difference is in the 
structure of the binder that holds the 
pigment together. The binder used in 
water-soluble pencils is formulated to 
break down when water is present, 
allowing the pigment to be worked in 
many different ways. 

Caran d'Ache, pioneers of the water- 
soluble coloured pencil, first launched 
Supracolor in 1988, following up the huge 
success of Prismalo water-soluble pencils. 
With their thinner leads, Supracolor 
Immediately became popular and the 
range now extends to 120 Individual 
colours, including metallic colours. 

Clean colours 

Having such soft leads, the pencils are 
effortless to work with, gliding smoothly 
across the paper, sensitive to varying 
pressure. I mixed colours by overlaying 
thin applications of different pencils, and 
created sharper, more opaque marks 
using firmer pressure. The soft wood of 
the pencils' barrels is easy to sharpen with 
a knife, and carefully shaving the coloured 
core of each pencil with a scalpel makes a 
pin-sharp tip for really fine work. Broader 
marks are made easier by lightly sanding 
the pencil at an angle on very fine 
sandpaper or a nail file, to create a fiat 
drawing edge. Shavings or sandings of 
colour can be dissolved in water in a 
palette or dish to create coloured washes 
to be applied directly to paper with a 
brush. 

The colours are bright and clean and 
applying water to release the aquarelle 




property of the medium does not dull 
them. The extensive range of 120 colours 
means there are many variants of tint and 
shade from which to select a palette 
specific to any chosen subject matter. The 
pigments used are the same as the Caran 
d'Ache Pablo conventional coloured 
pencil range. A handy guide sheet 
included in the tin suggests the many 
ways with which the colour can be 
combined with water, only hinting at the 
great versatility of this medium. 

Intense marks 

Firstly I used the Supracolor pencils dry 
for pure, traditional drawing on ordinary 
cartridge paper. I found that working in 
layers from light to dark produced the 
most satisfactory blends, which could be 
further softened by burnishing with a 
light colour, or gently darkened with 
black. Using the pencil at an angle 
produced broad, soft marks, whilst the 
sharpened tip was capable of very fine 
detail, lending Itself well to precise 
accurate drawing, hatching, and blocking 
in of colour. Due to the softness of the 
lead, the pencil glided easily over the 
surface of the paper, making fast. 



◄ Owenkilly River, 

Caran dAche Supracolor 
Soft Aquarelle Pencils on 
HP watercolour paper, 
9X6y.ln (23 XI 7cm). 

As an outdoor sketching 
medium, the ability to 
combine line and wash 
makes Supracolor pencils 
ideal for recording 
colour, tone and texture 
quickly and effortlessly 



expressive work a real 
pleasure. Many 
peoples' experience of 
drawing with coloured 
pencils is limited to 
using cheap, hard, 
children's colouring 
sets which are dull and 
tend to shred the 
paper to ribbons. Let 
me assure you, 
Supracolor pencils are 
very different to this, 
and if you are an artist who hasn't used 
coloured pencils since school, I encourage 
you to give them a try and restore your 
faith in this flexible medium. 

A very pleasing and effective way to 
work with Supracolor is to fill 
neighbouring areas of a picture with 
different colours and then brush water on 
to manipulate them. In order to paint an 
area of colour without streaks, use the 
side of the pencil lead to broadly cover 
the paper with a thin layer prior to 
applying water. If a more textural effect is 
desired, defined lines drawn before wet- 
brushing will show through the wash. As 
well as brush painting and spraying, water 
can be put on and lifted with a sponge or 
cloth to create textural effects. When 
water is applied, the colours dry rapidly, 
allowing further working over with dry 
pencil without too much waiting time. 
Once dry, most of the colours exhibit no 
colour shift after wetting. Using the 
pencils on damp or even sopping wet 
paper produces soft-edged but intense 
marks, great for expressive, colourful line 
drawings. Supracolor can be used just like 
traditional watercolour pans by scribbling 
on spare paper and lifted with a wet 
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PRACTICAL 




◄ Palomino, Caran d'Ache 
Supracolor Soft Aquarelle 
Pencils on sanded paper, 
6 %X 6 y 4 in( 16 X 16 cm). 

Using alternative drawing 
grounds reveals different 
properties of Supracolor 
pencils. On sanded paper, 
the wetted colour takes on a 
pleasant granular 
characteristic, whilst dry 
colour picks up the fine 
texture of the surface 




brush to paint onto a picture. Exploring 
Supracolor pencils on different surfaces 
throws up even more possibilities: canvas, 
black ground, sanded paper, handmade 
paper and even natural surfaces like stone 
and wood all lend themselves to different 
effects. 

Possibly the most convenient and 
multipurpose of colour media, water- 
soluble coloured pencils belong In every 
artist's kit. Supracolor's ease of use, 
consistency and colour range should earn 
them a place in yours. ESI 




Mary Herbert 

studied art and photography and is a 
member of the Society of Equestrian 
Artists. For more Information, see 

www.portra.co.uk. 




A Rose, Caran d'Ache Supracolor Soft 
Aquarelle Pencils on black drawing paper, 
6X6%\n (15X1 7cm). 

The glow and opacity of Supracolor pencils 
really come into their own when used on a 
dark ground. I made selected areas more 
transparent by brushing them with water, 
and used dry colour to pick out the highlights 
and more intense hues 



Caran d'Ache Supracolor Soft Aquarelle 
Pencils are available from all good art shops 
and mail-order retailers. 



caftan “ACHE 

Geneve 



SUPRACOLOR® SOFT 

THE WATER-SOLUBLE COLOUR PENCILS 




II 




These superior colour pencils enable techniques 
like shading, graded applications and mixed media. 
The soft leads of 0 3.8 mm are water-soluble, very 
economical thanks to their exceptional covering 
power, excellent lightfastness. You will find 
Supracolor^ Soft pencils in metal boxes ranging 
from 12 to 120 colours or in wooden boxes of 80 
and 120. You can also buy each colour individually 
to keep your selection complete as you work. 



For additional information and stockists please contact: JAKAR INTERNATIONAL LIMITED 
Hillside House, 2-6 Friern Park, London N12 9BX Tel: 020 8445 6376 Fax: 020 8445 2714 
email: info@jakar.co.uk 

carandache.com 
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SENNELIER 



modern since 1887 




Seaside Selection 
code: TTS30 PAS 



Landscape Selection 
code: TTS30 PAL 






PASTELS A L’ECU 



Assorted Selection 
code:TTS30PAA 



Le Pastelliste Brush Set 

RRP£7.95 

Our Price £6.95 

code: BTS10559 




rM«r^ mu 



A specialty selected X filU sticks 

mnpeaf portrait RRP £55.95 

Colours by 

Our Price E39.95 

Ruben EHtaio code: 77824 RE 



020 7254 0077 



www.jacksonsart.com 
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PRACTICAL 



Try something new 

Mindfulness: a new tool for artists? 

The ancient wisdom of mindfulness is moving in to the mainstream. 
Jenelle Latcham explains how mindfulness can bring real benefits to the artist 



What is mindfulness? 

Waterstones bookstores have mindfulness 
books on the counter, Oxford University 
has the Oxford Mindfulness Centre and 
the NHS recommends mindfulness. 
Business leaders, lawyers, MPs and 
schools - students, staff and parents - are 
all finding mindfulness helpful. Google, a 
workplace that encourages creativity, runs 
a hugely popular mindfulness course for 
Its employees. 

Modern mindfulness has come largely 
out of Buddhism but Is completely non- 
religious. Like yoga it Is now widely 
accepted as being good for everyone. 

Mindfulness is about paying attention to 
the present moment as it unfolds, without 
judging or fast-forwarding to a response. 
Typically we all have baggage from the 
past and hopes or fears for the future that 
colour our interpretation of what is 
actually happening. Being mindful, we 
start to notice these mind games and 
respond more authentically. 

Focus better 

Start your next art session by closing your 
eyes or letting your eyes unfocus, and 
taking three deep breaths, right down 
into your abdomen. Try to stay aware of 
the sensations In your abdomen for the 
full three breaths. You'll probably find that 
your mind wandered - did you notice 
what was on your mind? 

Taking a moment to stop and breathe 
brings you Into here and now, at your 
canvas, feeling your feet on the floor. 

You'll probably find your mind and body 
feel calmer, and you are ready to focus. 

Try taking a few mindful breaths now and 
then as you work, asking 'What am I 
trying to do here?' 

We artists perform best when we look 
mindfully - with curiosity and with an 
openness to what is in front of us, at both 
the subject and our painting. Try the 
exercise illustrated here (above right). 

Lose the inner critic 

The most valuable thing mindfulness can 
do for an artist is to lose the inner critic. 

As we paint, our thoughts can spiral 
downwards: 'Oh no, that stroke is awful. 
The painting is not good. I'm rubbish at 



Brushpot Study, watercolour, 8!<X5'/iin 
(21 X 14cm). 

This exercise is best done in a flowing 
medium like watercolour; no drawing first, 
allow inaccuracy, no Judging yourself as you 
paint. Take a brush you don't usually use, pick 
any two colours, and do a painting of your 
brushpot by leaving it as an unpainted shape, 
surrounded by a flat wash of colours. Finish 
by adding a few positive shapes such as 
brushes. It takes mindfulness to see negative 
space and to observe the painting as it is 
happening 



art.' Next time this happens, tell yourself 
'That's Just a thought. Another will be 
along in a moment.' Surprisingly, you are 
not your thoughts. They pass like clouds, 
and you can actually observe your 
thoughts without having to obey them. 

Stop when stuck 

Next time you are stuck on your art, stop. 
Don't struggle on. Sit, lie down, or walk 
slowly, all the while focusing on your 
breathing. Observe any sounds, 
sensations, thoughts or feelings as they 
come and go. Giving yourself this pause 
brings clarity, like letting muddy water 
settle. Not resting In not knowing what to 
do allows for Intuition and insight. IQ 




If you'd like to know more, start with a reputable source 



• A good UK website is 

oxford m i ndfu I ness.org. 

• Book & CD: Mindfulness for 
Beginners, Jon Kabat-Zinn, 2012. 
Kabat-Zinn is the person who 
brought us modern mindfulness, 
through his Mindfulness-Based 
Stress Reduction (MBSR) course at 
the University of Massachusetts 
Medical Centre, which started over 
30 years ago and is used around the 
world today. His book Full 
Catastrophe Living (revised 201 3) is a 
DIY version of the MBSR course, with 
a separate supporting CD set. He is 
seen by many as the best writer on 



mindfulness. Artists will find he 
writes with a bit of soul. 

• Top UK book and CD: Mindfulness, a 
practical guide to finding peace in a 
frantic world, by Oxford University's 
Professor Mark Williams and Danny 
Penman, 201 1 . Oxford University 
helped develop Mindfulness-based 
Cognitive Therapy (MBCT) from 
MBSR, and the NHS recommends it 
for treating recurrent depression. 
This book has a structured approach. 

• Top Us/global website: mindful.org, 
an e-magazIne that partners with 
sources such as Jon Kabat-Zinn and 
universities. 
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436 stunning colours 
to capture any moment. 

All handmade in the beautiful Northumberland Countryside. 

UNISON COLOUR began as an 
enquiry into colour. Today, we 
are known for our unique range 
of soft pastels, second to none 
in their subtlety and intensity 
of colour, their fluency and 
responsiveness to touch, and in 
their delicacy and robustness. 

www.unisoncolour.com 




Brand new exclusive 30 & 63 half stick set out now! 
Available for a limited time only at Amazon.co.uk 



amazon.co.uk 






This is just a small 
selection of the 436 
Unison colours 
available. The colour 
chart is carefully 
printed and the 
colours are pretty 
much spot on 




Robert Dutton puts Unison Soft 
Pastels to the test and he's not 
disappointed with the results - he 
says the colours are well thought 
through and the quality consistent 



ours 




U nison Soft Pastels are beautiful 
hand-made professional soft 
pastels that are just great to use. 
Unison proudly states that their pastels 
are made by artists for artists'. They 
were introduced to the market in 1987 
by artist john Mersey and were an 
immediate success. Since then Unison 
Soft Pastels have gone from strength to 
strength. 

Strength 

Despite manufacturing over half a 
million individual sticks a year the 
pastels are still completely hand made 
and retain all the qualities of the 

◄ Buttermere Reflections, Cumbria, Unison 
Soft Pastels on Sepia Canson Mi-Teintes 
Touch pastel paper 350gsm, 20J4X18’/5in 
(52X47cm). 

Lots of lovely free-flowing mark making is 
possible with Unison pastels, from the most 
delicate touch to more robust, deeper 
saturated tones and colours driven into the 
pastel surface - without breaking (unless you 
want them to) 
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TEST REPORT 



Unison Soft Pastels with other media 

Here two works in progress demonstrate how Unison Soft Pastels can be used in mixed-media paintings 




A Summer Meadows, Upper Wharfedale, Yorkshire Dales, gouache, 
watercolour and Unison Soft Pastel on Arches Aquarelle Not 
watercolour paper 4001b (850gsm), 17X20in (43X51cm). 

As I worked I switched back and forth between water media and 
Unison Soft Pastels. I particularly liked the way colours BV3 and BV6 
gave texture to the stone walls using tip and sidestrokes over 
watercolour washes 



A Where Land meets the Atlantic Ocean, gouache, watercolour and 
Unison Soft Pastel on Canson Moulin du Roy Rough watercolour 
paper, 1401b (300gsm), 2TAX22'Am (57X57cm). 

The responsive handmade Unison Soft Pastels skipped beautifully 
over this paper surface, emphasising textures and creating very 
little dust, without crumbling and allowing lovely contrasts 
between all my water-media techniques, especially for the rocks 




A Pastels that really 
measure up! 

For artists who like to work big, as I do, 'giant 
size' Unison Soft Pastels are available in all 
436 colours. They are made to order only. 

(a) Small standard size pastel 

(b) Large size pastel 

(c) Giant size pastel 



Their unique texture is 
due to the fact that 
they are hand rolled' 

originals - their unique texture is due 
to the fact that they are hand rolled. 
Unison Soft Pastels are mixed to 
meticulous recipes and are based on 
traditional pigments - all 436 colours 
deliver a consistent response and 
produce very little dust, which means 
more of the pigment remains on your 
chosen support. They also work well 
with other manufacturers' pastels, too, 
whether soft or hard. 

Labels on pastels can be quite an 
irritation especially when they are 
difficult to remove when you want to 
use your pastels full length. Unison’s 
labels can be removed without fuss, 
and each is printed with its colour 
code. The pastels hold together without 
breaking when the labels are removed 
or packed into a travelling case - 
Unison has even developed smart 
presentation boxes for you to store 
your pastels in. These have 8, 18, 36, or 



72 slots in cushioned foam in heavy- 
duty black cardboard boxes. 

Colours 

There are many colour sets available, 
with starter sets that are particularly 
useful for artists who are new to 
pastels, and themed sets of 8, 18, 36 or 
70 pastels. Half-stick sets are also 
available with 30, 63 or 120 pastels; the 
latter are particularly useful as a good 
en plein air box of pastels, as well for in 
the studio. Themed sets include 
animals, various landscape sets, 
portrait and ocean blues. You can, of 
course, mix and match your own set 
from all 436 colours. 

Unison Soft Pastels have excellent 
lightfast qualities too, which means that 
pastel paintings created today will be 
visually stunning in years to come, 
which is great news. 

Techniques 

Unison Soft Pastels have a low binder 
to pigment ratio, which means the 
highly saturated colours are suitable for 
both subtle and bold mark making. 
They have a lovely soft buttery feel to 
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PRACTICAL 



> I applied Unison Soft Pastels to several 
different pastel supports and a top-quality 
watercolour paper to illustrate their 
versatility - it was a magical experience 
working with them on all the supports. 

(a) Black P500 Sait pastel paper 

(b) Canson Ml-Teintes Touch 350gsm, 

425 Black 

(c) Clarefontaine grey Pastelmat 

(d) Canson Moulin du Roy (Not) BOOgsm, 
lOOper cent cellulose watercolour paper 



them when used and just glide onto 
the surface. I tried many different 
supports and even in mixed-media 
work the results each time were really 
quite superb. 

Scumbling the pastels one over the 
other between fixed layers was an 
absolute joy. Not only did the pastels 
create some wonderful colour 
combinations, but their soft quality 
meant that I could also use the surface 
textures of my supports as an integral 
part of the painting process. This is 
important to me, since texture forms a 
big part of my painting process. 

Unison Soft Pastels are an exceptional 
pastel of the highest quality. All artists 
will immediately see the difference 
when using them In their work. I highly 
recommend them. EQ 

Umisom Soft Pastels are available from leading 
art suppliers. For further information visit 
www.unisoncolour.com 




Robert Dutton is a professional 
artist and tutor. For details about his 
workshops and holidays, and to see 
more of his work, visit 

www.rdcreative.co.uk. 





A Three of a Kind, Unison Soft Pastels on Tobacco Canson Ml-Teintes Touch pastel paper, 
350gsm,1 6)^X1 Bin (42X45.5cm). 

Many energetic and expressive marks can be achieved. Here full-length side strokes were 
particularly useful for the foreground big shapes, especially in the rocks and the crashing waves 
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Watercolour 

with vitality 

How colour is applied is fundamental to watercolours retaining their 
freshness and appeal, says Gerald Green, who shows you how to keep your 
work spontaneous when painting a complex subject in the studio 



T o create a sense of spontaneity 
and immediacy it is essential to 
balance how you control the 
medium because the more you attempt 
to force it beyond its natural 
capabilities, the greater the risk of it 
looking overworked. 

Painting directly 

The aim of this approach Is to get it 
right first time because this reduces the 
need for overpainting, which in turn 
helps to keep the medium looking 
fresh. Painting directly essentially 
means laying in areas of colour 
precisely, in one go, either as single 
colours, or as combinations of colours 
placed next to each other and resisting 
the temptation to retouch, or adjust 
them further. It’s rather like fitting 
together the pieces in a jigsaw puzzle, 
assembled in whichever order you like 
whilst keeping the whole picture in 
mind. Allowing the edges of adjacent 
colours to fuse together also adds 
vitality but will require precise 
judgement in the amount of water 
used. With too much water, colours will 
overpower each other, often resulting in 
an uncontrollable puddle; too little 
results in edges remaining hard. The 
right amount of water will allow colours 
to remain separate but also blend at 
their edges, although this will have to 
be found by trial and error. 

For my demonstration painting (right) 

I set out a balanced composition, 
placing the vertical line of the internal 
corner of the line of buildings around 
the harbour approximately one third of 
the way in from the left and the 
horizontal eye-line of the figures 
approximately one third of the way 
from the bottom edge of the image. 

I felt it would also be beneficial to 
resolve the overall tonal pattern before 
starting on the painting, so made a 



couple of tonal roughs to try out 
alternative lighting arrangements. 
Depicting the correct relative tonal 
relationships between the shaded 
buildings, foreground water and 
background was essential in creating 
the illusion of light in the image. 

A particular danger with any complex 
subject is getting distracted by the 
details, which can result In everything 
becoming overworked, with the 
consequential loss of vitality. My 
approach was to create a simplified 
impression of the subject, which 
combined with the freedom of a 
relatively loose approach, allowed 



elements to remain understated. My 
preference is to produce a painting in 
one sitting, without any breaks, as I 
would do if painting on location and 
the stepped examples here were 
points along the way and should not 
therefore be thought of as 
predetermined stages. 

Although painting in watercolour at 
home provides the opportunity to paint 
subjects that would be considerably 
more challenging if produced on the 
spot, a well thought out approach can 
prevent you from losing your way and 
help you to capitalise on the inherent 
potential of the medium. iQ 



A Tonal rough, lamp black watercolour on plain paper, 12xi7in (30.5X43cm). 

The light was coming from the right so I lifted all the lit surfaces to white paper: the buildings to 
the left, canopies, sunshades and the sterns of the three foreground boats 




DEMONSTRATION The Harbour at Makesine, Italy 
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► STAGE ONE 

I made a precise drawing using a pen with 
diluted India ink, although a pencil would 
have been equally suitable. Using mixtures of 
raw sienna, light red and indigo for the 
buildings, and lamp black and cadmium 
lemon for the trees and foliage on the 
balconies, I worked from left to right, placing 
the various areas while adjacent ones were 
still wet, letting the colour mixes bleed into 
each other. More importantly, I matched their 
individual tonal values to my tonal model. 
Finally I added the shutters to the face of the 
lit' building with raw sienna and indigo. First 
applications of colour will generally appear 
too dark when Judged only against the white 
of the paper 


















^ STAGE TWO 

I continued to piece together the remaining elements 
of the buildings as a patchwork of understated 
shapes, cutting around the 'lit' areas. I initially left 
white paper for the windows before laying them in 
with a dark purple made from light red and 
ultramarine blue. I placed the dark green and brown 
window shutters to the building on the right while 
the adjacent areas were still damp, which again 
resulted in some colour bleeding. The speckles of 
white paper remaining around the various window 
areas helped to add vitality to the surface marks in 
the painting. I mixed purplish darks made from light 
red and ultramarine blue for the areas under the 
sunshades, painting around the general outlines of 
the figure shapes beneath. I then laid in the tree 
foliage using a dark green made from lamp black and 
cadmium lemon 



'I have only suggested 
the shapes of the boats 
without attempting to 
over define them' 

► STAGE THREE 

I continued to work around the 'lit' shapes of 
the sunshades and figures on the left, guided 
by my tonal model, and drawing in the 
balconies with a fine rigger brush as I went 
along, using a dark made from burnt sienna 
and ultramarine blue. I also added the lighter 
shapes of the boats using more diluted 
(lighter) mixtures of raw sienna and cobalt 
violet and a neutral tint grey, matching them 
to my tonal model. I drew pure cerulean blue 
and light red lines for the top edges of the 
boats, taking care to retain the sterns as 
white paper. Notice I have only suggested the 
shapes of the boats without attempting to 
over define them 
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WATERCOLOUR 



► STAGE FOUR 

After adding reflections to the boats 
with raw sienna and cobalt violet I 
moved on to the harbour wall and 
foreground water using greenish 
mixtures of raw sienna and indigo, 
varying the amounts of each colour 
every time I refilled the brush, painting 
around the lighter shapes of the four 
wooden poles. At this point I filled in the 
dark-toned background with lamp black 
and cadmium lemon, again keeping to 
my tonal model 




i- ' 




















A FINISHED PAINTING 

The Harbour at Makesine, Italy, watercolour on Arches 
Not 640gsm, 13V2Xl9in (5!4X48.5cm). 

The final refinements included adding some bright 
colours to describe the figures, treating them all as a 
single continuous mass rather than trying to describe 
them all individually, and placing shadow shapes 
below balconies and along the walkway using 
ultramarine blue and light red. I added a little more 
definition to the background and suggested some 
movement in the water, together with painting the 
poles with bright blue and red and drawing in the two 
tall lampposts. Finally I used titanium white gouache 
with a rigger brush to flick in a few ropes and balconies 
to bring the painting to a conclusion 




Gerald Green 

relinquished his career as an architect to 
follow his passion for painting. He is 
represented by a number of commercial 
galleries in the UK and has exhibited in 
Europe, USA and China together with a 
number of the London art societies. He has 
been a finalist in several national art 
competitions. He has undertaken commissions 
for many national and international clients; his 
work features In nine books and he has 
appeared on television and taken part in radio 
Interviews about his work. 
www.geraldgreen.co.uk. 
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The lure of the 

great outdoors 

Tom Hughes shares his love of p/e/n-a/y landscape painting in oils, and 
explains why a limited palette and insatiable curiosity can help artists to 

develop their technical knowledge 



I am predominantly a landscape 
painter - much of my painting time 
is spent working on location, in all 
weathers. 1 produce a few portraits and 
still lifes throughout the year, but my 
heart is in painting outside, immersed 
in the elements. The appeal of this is 
as much about the experience of being 
in nature and exploring new places as it 
is about making art. It is a physical 
thing, to lug around a studio on my back 
on London’s busy streets, or up the 
steep paths of the Devon coast, and 1 
draw a deep satisfaction from it. It is a 
solitary pursuit, yet 1 meet many new 
people. 1 see sunrises 1 would otherwise 
have missed and explore places 1 may 
never otherwise have seen. 

Huge rewards 

I’ll try anything, but my main draw 
seems to be cities - cluttered urban 
areas with their harsh lines, dramatic 
tonal contrasts and subtle greys. There 
is movement there too. Life happens 
around you when you paint on the 
street; vans pull up, people cross the 
road, ambulances zoom by and the sun 
moves slowly across the sky, rotating 
the shadows as you race to record 
them. It is as intoxicating as it is 
challenging, but the rewards are huge. 

1 could never have learnt what 1 have 
about tone, colour and mark making by 
staying indoors and working from 
photos. Studying from life forces you to 
confront everything that is difficult 
about painting. From tonal extremes to 
neon colours, it’s all there, taunting you, 
challenging you to record it. 

Colour temperature was one of the 
first things that clicked; warm and cool 
only started to make sense after 
working from life. There are subtleties 
so minute that only the human eye can 
distinguish them. I work with a limited 
palette, which helps immensely in 
controlling these temperature shifts in 
my mixes - a touch of ultramarine 
cools, whereas a touch of burnt umber 



warms. The need for simplicity, speed 
and travelling light all assist in learning 
the fundamentals and learning them 
quickly. 1 maintain that the foremost 
requirement in the pursuit of technical 
knowledge is merely an insatiable 
curiosity as to why the world looks the 
way it does. Keep that in mind as you 
push paint around, with a laser-like 
focus on your subject, and you will 
learn rapidly. Keep experimenting until 
what you are painting resembles what 
you are looking at. If it doesn’t, ask 
yourself why, and construct a possible 
solution. Try that solution, then ask the 
question again - if you need to. 

Materials 

1 use seven colours plus white, with 
combinations of some of those colours 



decanted into empty tubes, which gives 
me access to halfway mixes without 
having to mix them each time. My 
colours, all Winsor & Newton Artist 
quality oils, are: titanium white, 
bismuth yellow, cadmium yellow deep, 
cadmium red, permanent alizarin 
crimson, viridian, French ultramarine 
and burnt umber. 1 use mainly filbert 
brushes, both synthetic and mongoose 
hair, which are lovely, but expensive. 

My painting medium is a very simple 
homemade mix of turpentine and 
linseed oil with a few drops of siccative 
to reduce the drying time. 1 have a 
home-made wet carrier that holds three 
different sized oil-primed MDF boards 
that 1 carry in my hand, whilst all my 
other gear is stored in my large backpack. 
1 use a 12xl0in (30.5x25. 5cm) pochade 




A Dog Walker Chatting, Severn Beach, January, oi I, 8 X 1 0i n (20.5 X 25.5cm) 
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OIL 




DEMONSTRATION Clifton Suspension Bridge 

< STAGE ONE 

Working on an MDF oil-primed board, stained with a thin mix of burnt umber and 
a touch of ultramarine, which gives a natural, earthy look and a warm mid-tone, 

I made a simple but accurate sketch of the main shapes, paying close attention to 
angles, negative space and proportion 




A STAGE TWO 

I put in the darkest darks. Shadows are the foundation of a 
painting (more so than highlights), so establishing these areas 
early on will help you judge all other tones in the painting 



T STAGE THREE 

My next step was to establish my lightest lights. After getting the tone of the sky locked 
in, I started from the furthest point away and began to work forwards, making sure every 




box with a tripod mounting plate that 
dips into a carbon fibre camera tripod. 

Working process 

I paint sight-size as I find it easier to 
judge mistakes when doing the initial 
drawing. Any errors made at this stage 
will still be visible at the end, so I try to 
get it as spot-on as I can before 
progressing. After putting in my darkest 
darks, 1 like to go to the other end of 
the tonal scale and establish my lightest 
lights so I know the full tonal range of 
the painting and can fit all subsequent 
tones between my darkest darks and 
my lightest lights. This approach stops 
me painting in too high a key and 



running out of room when I get to the 
highlights! The sky is often one of the 
largest very bright areas of a painting, 
so blocking in the sky early can help 
you make judgements as you progress. 

I continually look at the scene, very 
intensely, constantly checking whether 
what I’m painting matches what I’m 
seeing. If it doesn't, I adjust the mix 
until it does, sometimes wiping off bad 
colour or inaccurate marks and re- 
applying more. 

I try to add texture as I work by 
adapting my mark marking to the area 1 
am painting. For example, 1 may use 
more vigorous and faster brushstrokes 
when paintings trees or foliage. Mark 



making is an oft-overlooked aspect of 
painting I feel, but can add wonderful 
dynamics if administered successfully. 
When the whole board is covered in 
paint I can step back and see which 
areas need most work. Some will look 
quite empty, relative to how they 
appear in the scene, so I will pay 
attention to those areas first. 

Finally, I keep taking steps back to 
see the painting from a distance and 
check it against the scene, looking for 
anything that leaps out that 1 have 
obviously missed. If nothing jumps out. 
I’ll sign it and slide it into my wet 
carrier with a smile on my face and 
head home. fS 
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PRACTICAL 





A FINAL PAINTING 

Clifton Suspension Bridge, oil, 7 X 1 6in 
(18X40.5cm). 

I used some quite small brushes, like thin 
riggers, to put in final details such as houses 
and birds. The curve of the bridge is a very 
tricky aspect to this scene and painting it is a 
stage that I always dread. 

I worked very carefully as a slip up at this 
stage could mean total disaster! The thin 
cables of the bridge were scratched out, as 
it's easier to do neatly than painting them in. 
Finally, after checking for anything that I'd 
missed, I added my signature 




Tom Hughes 

began his career as an illustrator before 
switching to oil painting in 201 2. Tom 
exhibits regularly, including in the Royal 
Academy Summer Exhibition, the BP 
Portrait Prize, the Lynn Painter-Stalners 
Prize and the New English Art Club 
annual exhibition. In 2014 he won both 
the Benton Purchase Prize at The 
Discerning Eye, and second prize at the 
Royal Institute of Oil Painters' annual 
exhibition. In 2015 he won the Critics 
Prize at the New English Art Club and the 
Smallwood Architects Prize at the Royal 
Society of Portrait Painters' exhibition. 
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New PastellFix 




Hahnemuhle 

PAPES^ MAKES THE DIFFERENCE 




' One trial pack per person whilst stocks Ust. D^r pnly a¥Bibb|e to residents ki mainland 



FREE 

TRIAL 

PACK 



Request your free trial 
pack today. Simply contact 

ukmarketing@hahnemuehle.com 



Hahnemuhle FmeArt 
Suite S, St. Mary's Court 
Norwich- Norfolk. NR9 4AL 



08453 300129 

ukmark8ting@hahnemuehle.com 
WWW. hahnemuehle.com 






The new pastel paper from 
Hahnemuhle. Suitable 
for use with pastel pencil, 
pastel, oil pastel and 
charcoal. Available in 
12 sheet pads. 



Scan me 
for your free 
trial pack 




PanPastel " Colours are 
professional artists' quality soft 
pastels, uniquely manufactured in a pan format, 
instead of a stick, so that they can be mixed & 
applied like paint They were developed to offer 
artists new creative possibilities. 



PanPastel* 



PanPastel - a revolutionary now way to use colour - 
for painting, drawing & mixed media arL 

« Mixabie ^ all 86 colours can be mixed like paint, directly from 
the pan, for an infinite palette. 

* Apply large blocks of colour quickly - for under- paintings, 
washes St backgrounds. 

* Compatible with traditional pastel sticks, Artists' paints, 
conventional fixatives and art & craft surfaces (from low 
tooth to high tooth), making them ideal for mixed media. 

* Build up multiple layers - without overfilling the 
paper's "tooth" 

* Low dust - dust levels & breakage are significantly 
reduced. 

• Erasable - colours can be easily erased with any eraser. 

* Lightfast - made with highest quality artists' pigments, 
minimal binder & filler resulting in rich, ultra soft, low 

dust colours. 



iSI Ampersand 

Extraordinary surfaces for your art. 




□ premium 
art brands 




PanPastel* 



tel: +44 (0)1926 492213 • email: lnfo@premiumartbrarids.com • web: vvww, premiumartbrands.com 
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F rank Auerbach was born in Berlin in 
1931 and arrived in Britain in 1939 
under the kindertransport scheme 
that rescued many Jewish children from 
Nazi Germany. He later studied at St 
Martins and the Royal College of Art, but 
the major influence on his art was David 
Bomberg, whom he encountered while 
attending classes at Borough Polytechnic. 
After the war he rented a studio in 
Camden Town - It had previously been 
used by his friend Leon Kossoff- and has 
kept it ever since. 

Auerbach's method of painting is 
unique: a long process of applying paint, 
scratching off, reworking and finally, often 
after months of work, achieving 
something very quickly. He recognises 
that the world, and our experience of It, Is 
chaotic and his process of painting sets 
out to achieve an order, a logic out of this 
chaos. He sees this as an 'experimental 
journey' and as 'a private quest', but It is 
influenced by the ideas of existentialism 
as expressed by the novelist and 
philosopher Jean-Paul Sartre, which 
Auerbach would have come across at art 
school. The idea that there is no God, and 
that human nature and existence Is 
ultimately based on what we experience 
would have appealed to Auerbach, 
having suffered the separation from, and 
destruction of, his own family. In short his 
paintings are not representations of life 
but reconstructions and restructurings of 
his experience of life. 

Subjects 

To achieve this, he returns time and again 
to the same subject. He commented In 
2001: 'If you pass something every day 
and it has a little character, it begins to 
intrigue you.' In the years following WW2, 
Auerbach painted the reconstruction of 
the bomb sites in London's West End. 
More recently he has painted the suburbs 
around Camden Town and Primrose Hill. 
This exhibition includes a number of 
cityscapes, including Primrose Hill 1 971 
(top right), which uses expressive 
directional brushstrokes to suggest 
London's foliage, street lamps and 
passers-by. 

As well as street scenes, Auerbach tends 
to paint a small number of people 
repeatedly, including Estella Olive West, 
Juliet Yardley Mills, and his wife Julia. He 
also paints close friends such as William 
Feaver, David Landau and the curator of 
this exhibition, Catherine Lampert*, who 
has had a long relationship of working 
with Auerbach, having sat for him In his 
studio every week for 37 years. This show 
brings together artist and sitter, and their 
two approaches: one concerned with 
looking at individual works, and the other 



Frank Auerbach 

This autumn Tate Britain celebrates the important 
contribution Frank Auerbach has made to British Art with a 
major exhibition that spans his output from the 1950s to the 
present. Julian Halsby provides a taster of what to expect 




A Primrose Hilh^97^ , o\\ on board, 45X55in (1 14X139.5cm) 



selecting groups of works to reveal 
thematic and formal continuities over 
many decades. 

Passion 

Auerbach's paintings are often thickly 
textured and it Is sometimes difficult to 
grasp the subject. Such shocking and 
strange accumulations of paint are what 
make Auerbach so radical. He takes 
painterliness to a visceral extreme, laying 
on great rivers, mounds, twisted braids, 
spiky hardened drips and straight-from- 
the-tube loops of colour. The resulting 
canvases are maybe closer to American 
Expressionism than mainstream British 
post-war art, but the intention is very 
different. The critic David Sylvester 
commented In 1961: 'It is because of the 
subtle and profound way in which 
Auerbach's work gives expression and 
coherence to the complexity of our 
perceptions of simple things that he is for 
me the most interesting painter in this 
country.' 



Auerbach works every day of the week, 
month and year. His passion is evident In 
every work, as is his deep involvement In 
the subject. As he said: 'It seems to me 
madness to wake up in the morning and 
do something other than paint, 
considering that one may not wake up 
the following morning.' 

The exhibition comprises around 70 
paintings and drawings spanning his 
career of some 60 years. The vast majority 
of works In the exhibition are from private 
collections, and seldom on public display, 
thus providing a rare opportunity to see 
these Important works. IQ 

Frank Auerbach is in the Lind bury Galleries 
at Tate Britain, Millbank, London SW1 from 
October 9 to March 13, 2016. Admission is 
£14.50, concessions £12.70. Telephone 020 
7887 8888; www.tate.org.uk. 

*Turn to page 57 to read our review of 
Catherine Lampert's book Frank Auerbach 
- Speaking and Painting. 
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«VitSi 



Stocked by 
all good 
art shops! 



Pro Arte 
Brushes 

by artists 
srywhere 



Pro Arte's 
all round 
best seller 



^APV Films 

Producers of DVDs and videos since 1987 




Greg Allen’s 
WATERCOLOUR 
TECHNIQUES 



THE PASSIONATE PAINTER 
in Havana * Part 2 
Alvaro Castagnet 



NEW RELEASE 



PART 2 OF ALVARO’S 
ADVENTURES IN HAVANA 
NOW AVAILABLE]! 

Enjoy the colour and excitement as 
Alvaro paints the flamboyant 
characters of Havana - musicians, 
barbers, bicycle taxi riders * even 
one of Havana s famous cigar 
smoking women! 



10% discount 
on two Of more DVDs 




THE MAGIC OF 
WATERCOLOUR FLOWERS 
Paul Riley 



www,apvfilmsxom 01608 641768 




Pastel & Mixed Media 

Sandblasted Card by Cansonp 350gsm 

Thanks to its micro -abrasive texture it performs beautifully 
with pastels, cbarcoal. pencils and acrylic, 

Available in pads and Loose sheets in a diversity of colours. 



cnnson 



THE ULTIMATE SANDED PASTEL PAP 
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ART BO OKS & DVDS 

Reviewed by Henry Malt 



The Kew Book of Botanical 
illustration 

Christabel King 

This is not the first book to have the 
imprimatur of Kew, but they have 
high standards, so it's not only 
worthwhile, but hard to achieve. This 
is botanical Illustration at the highest 
level. Christabel King Is not just a 
practitioner in the field, but one of 
those selected to work at Kew Itself. 

This is flower painting for the purpose 
of identification and the results will be 
used and trusted by botanists the world over. Such work is not for 
the faint-hearted and the painting here is highly detailed, 
including advice on the use of a microscope, preserving 
specimens and observing spots and markings. The instruction, as 
well as the result, is of the highest quality. 

Search Press £19.99, 128 pages (H/B) 

ISBN 9781844489473 

Figure Drawing Studio 

Butch Krieger 

You can almost certainly find a figure 
drawing book that suits your 
particular preferences and approach. 

This rather clever volume Is a guide 
to figure drawing with all the usual 
advice about proportion, 
perspective, shape, tone, and so on. 

This is combined with a really 
excellent series of photographs and 
the additional benefit of advice on 
how to work from them. Many of those who want to draw the 
figure sooner or later come up against the stumbling block of the 
lack of models and this solves that conundrum at a click - because 
the companion CD Includes 64 poses in 1536 Images. This is an 
Innovative and thoroughly worthwhile book. 

Sterling £18.99, 176 pages (P/B) cd included 
ISBN 9781402761270 

Drawing and Painting 
- Materials and Techniques for 
Contemporary Artists 

Kate Wilson 

This book Isn't the usual recitation of 
colours, mediums, brushes and 
supports that prefaces just about 
every how-to book on the shelf. It is all 
that, certainly, but it's far more 
comprehensive and aimed at the more 
experienced practitioner, too. As well 
as extensive - and extended - pieces 
on paint, brushes and so on, there's a large section called 'The 
Bigger Picture' which includes everything from the golden section 
to colour and music and the use of abstraction. This section also 
includes a series of artist profiles and galleries that show materials 
in context. It's surprisingly absorbing. 

Thames & Hudson £24.95, 288 pages (H/B) 

ISBN 9780500239278 






Drawing 

^Tand 

Painting. 



MaterioH and Ttchnk|u«s 
for Contairtporary Artists 





Frank Auerbach - Speaking and Painting 

Catherine Lampert 
This Insight into one of our greatest 
contemporary artists Is unique, not just 
because it's rare to have access to a 
painter's Innermost thoughts. It's made 
all the more valuable by Catherine 
Lampert's long and close association 
with Frank Auerbach, having known 
him since becoming one of his first 
sitters in 1978. Auerbach's work has a 
clear purpose and he Is not one of those 
artists who fires off works seemingly by 
instinct. His vigorous but precise 
brushwork reflects clear thinking, both 
about the subject and his working 
methods as well as his influences. This is 
a narrative book that reports the author's interactions rather than 
quoting them verbatim, and it is the better for that, not attempting 
to reconstrua exactly what was said perhaps years earlier. It is, 
though, a fascinating and thorough portrait of a major and 
Internationally renowned figure as seen through his eyes. 

Thames & Hudson £19.95, 240 pages (H/B) 

ISBN 9780500239254 




On Being an Artist 

Michael Craig-Martin 

It's not unreasonable to argue that an artist's 
legacy should be visual rather than verbal. The 
truth is that what artists say Is often as 
Interesting as what they paint, although these 
animadversions can be gnomic and require 
interpretation themselves. This book is neither 
an autobiography nor a manifesto, but rather a 
series of observations by an experienced 
practitioner and teacher. These are of varying 
length and range, covering almost anything 
that comes to his mind. It makes for fascinating reading. 

Art/Books £22.50, 304 pages (H/B) 

ISBN 9781908970183 

Colour Mixing Guide; Watercolour 

Julie Collins 

Far too many books on colour over- 
complicate the issue and include pages of 
nearly identical swatches that leave you 
confused. The introduction Includes a still 
life that was painted using three colours, 
despite being full of tints and hues. The 
caption explains the mix for each section, 
with percentages. It's typical of the approach 
throughout. Julie uses only 13 colours, 
divided between reds, yellows and blues. After a quick exercise 
painting a colour wheel, you'll move on to an explanation of primary, 
secondary and tertiary colours. A piece on complementaries is 
followed by an explanation of warm and cool and a demonstration of 
how to create depth. This is basic stuff, but so excellently explained 
that even the expert might want to take a look. 

Search Press £6.99, 48 pages (P/B) 

ISBN 9781782210542 




MICHAEL 

CRAIG-MARTIN 



ON BEING 
AN ARTIST 
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GreatArt 



Price & Choice I 



50 % (^^Clairefontaine 



EXCLUSIVE OFFERS, VALID FROM 17.08,2015 TO 31.10.2015 



ALL OFFERS ONLINE AT 

www.greatart.co.uk 





Check out the latest competitions to enter 
and make a note of important deadlines 



OPPORTUNITIES 
& COMPETITIONS 



Sending-in days 

Royal Scottish Academy 
Open 

Details: Selected open exhibition of 
small and medium-sized works from 
across Scotland and beyond. 

Paintings, drawings, sculptures, prints, 
photographs, film and architecture 
may be submitted. A maximum of two 
works, no larger than 31 (80cm) in 

any dimension, may be entered. 

Works must be original and not 
previously exhibited at the RSA. 

Online application process at 
www.royalscottishacademy.org. All 
work must be for sale. The exhibition 
Is at the Royal Scottish Academy 
Lower Galleries, The Mound, 

Edinburgh EH2 2EL from November 
28 to February 14. Awards include RSA 
Guthrie Award for an outstanding 
painting by a Scottish artist under 35, 
medal and £750; RSA Maude Gemmell 
Hutchison Prize for the best painting 
or drawing of an animal(s), £600; RSA 
Open Exhibition Prize for an artist of 
any age working in any medium, 

£500. 

When: Application deadline, October 
18, 5pm. Handing-in, November 13 
and 14, 10am to 4.30pm. 

Cost: £1 0 per work or £1 8 for two 
works. Students £6 per work. 

Contact: Full terms and conditions 
from: www.royalscottishacademy.org. 
(3)0131 225 6671. 

Royal Scottish Society of 
Painters in Watercolour 

Details: The society's 1 35th annual 
winter exhibition of works in water- 
based media only. Up to four works 
may be submitted. Prizes Include a 
major travel award open to artists 
under the age of 30 on November 
14, 2015. Please note that schedules 
cannot be downloaded from RSW 
website. The exhibition is in the 
Upper Galleries, Royal Scottish 
Academy Building, The Mound, 
Edinburgh, from November 27 to 
December 12. Patron: HRHThe 
Prince of Wales, Duke of Rothesay. 
Charity No: SC007247, 

When: Handing-in, November 14. 

Cost: £10 per work. Hanging fee, 
£20 per work. 

Contact: For details and entry 
forms, send C5 sae to RSW, 2nd 
Floor, 5 Oswald Street, Glasgow G1 
4QR. Email rsw@robbferguson.co.uk. 

The Book Illustration 
Competition 

Details: The Folio Society and House 
of Illustration competition to identify 
and cultivate the best illustration 
talent. Open to UK and overseas 
Illustrators over the age of 1 8 and not 



previously published by The Folio 
Society, both student and 
professional. Participants are Invited 
to illustrate the popular modern 
classic War Horse by Michael 
Morpurgo. Entrants should submit 
three illustrations and one book 
binding for War Horse, Longlisted 
entries will be exhibited at House of 
Illustration, 2 Granary Square, King's 
Cross, London N1 from January 29 to 
March 6. The winner will receive a 
commission worth £5,000 to illustrate 
The Folio Society edition of War Horse, 
to be published Christmas 2016. Five 
runners-up will each receive £500. For 
full terms and conditions and how to 
enter, see 

www.houseofillustratlon.org.uk/ 

get_involved/the-book-lllustration- 

competition. 

When: Entry deadline, January 18. 
Cost: £25; students £15. 

Contact: See House of Illustration 
website (details above). 

(3)020 36962020. 

Pastel Society 

Details: The Pastel Society seeks 
the best in contemporary dry 
media, combining traditional skills 
with creative originality. Open to 
artists aged 18 and over. Accepted 
media are pastels, oil pastels, 
charcoal, pencil, Conte sanguine or 
any dry media. A maximum of six 
works, completed during the last 
year and not exhibited elsewhere, 
may be submitted; up to four may 
be selected. Maximum size, 94 /^in 
(2.4m) in any dimension. Online 
submission for preselection at 
www.registrationmallgalleries.org. 
uk. Prizes include the Alfred Teddy 
Smith and Zsuzsi Roboz Prize, 
£5,000 to a young artist (under the 
age of 35 years); Unison Colour 
Award, £1,500, for a young artist 
working in soft pastel; The Artist 
magazine award of a feature in the 
magazine; arts materials prizes 
from Daler-Rowney, Conte, Caran 
d'Ache, Henri Roche, and many 
more arts materials and cash prizes. 
The exhibition is at the Mall 
Galleries, The Mall, London SWl 
from February 23 to March 5. 

When: Submissions deadline, 
November 6, 12 noon; handing-in, 
January 9, 1 0am to 5pm. 

Cost: £1 5 per work; £1 0 per work 
for artists under 35. 

Contact: Full terms and conditions 
available at 

www.mallgalleries.org.uk. 

(3)020 7930 6844. 

John Moores Painting Prize 

Details: Open exhibition, held as 
part of the Liverpool Biennial, for 



artists working with paint. Just one 
work, created since January 1, 2014 
may be submitted. It must be 
wholly or partly executed in any 
painting medium, the original work 
of the artist, designed to hang on a 
wall and within a set size. Register 
and enter online at www.liverpool 
museums.org.uk/walker, although 
you may post images on a CD. First 
prize, £25,000, four prizes of £2,500 
and a Visitors' Choice prize of 
£2,01 6. The exhibition will be at the 
Walker Art Gallery, William Brown 
Street, Liverpool, from July 9 to 
October 16, 2016. 

When: Registration deadline, 
November 9, 12 noon. 

Cost: £30. 

Contact: For full details, see 
www.liverpoolmuseums.org.uk/wal 
ker/johnmoores. John Moores 
Painting Prize office, National 
Museums Liverpool, 127 Dale 
Street, Liverpool L2 2JH. 

(3)0151 4784007 

The John Ruskin Prize 201 5 

Details: Now In its third year, the 
John Ruskin Prize Is organised by 
the Campaign for Drawing in 
collaboration with the Pilgrim Trust 
and the Guild of St George. It is 
open to artists aged 18 or over who 
are resident or domiciled in the UK. 
Up to three works, in any 2D media, 
may be submitted. Time-based 
media, photography and sculpture 
are not acceptable. This year, artists 
are Invited to respond to the theme 
'Recording Britain Now: Society', to 
re-assess their practice and focus 
on the prevalent social issues. 
Maximum size, 98’4in (2.5m) in any 
dimension. Register and submit 
digital images at: 
www.theblgdraw.org/rusklnprize. 
First prize, £5,000; second prize; 
£2,000; third prize, £1,000. The 
exhibition is at the New Art Gallery, 
Walsall, from February 26 to April 
1 7, then travels to London. 

When: Submissions deadline, 
November 23, 12pm. Selected 
entrants will be advised of handing- 
in dates. 

Cost: £1 0 for one work; £1 5 for two 
works; £18 for three works. 

Contact: The John Ruskin Prize, 
c/o The Campaign for Drawing, The 



Electrician's Shop, Trinity Buoy Wharf, 
64 Orchard Place, London El 4 OJY. 
(3)020 3758 4118 

Talks 

Canaletto: Celebrating 
Britain 

Details: Lunchtime talk with Dr 
Steven Parissien of Compton 
Verney about the latest exhibition 
at Abbot Hall Art Gallery. Canaletto 
spent nine years in the UK, between 
1 746 and 1 755; the paintings and 
drawing from this period were 
designed to celebrate the latest 
achievements of British architecture 
and engineering. A look around the 
exhibition before the talk is 
included in the ticket price. 

When: October 22, 1pm, booking 
essential. 

Cost: £10. 

Contact: To book, telephone 
01539 722464 or 46139. Abbot 
Hall Art Gallery, Kendal, Cumbria 
LA9 SAL. 

Workshops 

Life drawing class 
Details: Work from the model and 
build up from shorter poses to a 
longer pose with Graham Flack at 
the Scottish National Gallery. 

When: November 7, 10.30am to 
12.30pm or 2-4pm. 

Cost: £15. 

Contact: Clore Education Centre, 
Scottish National Gallery, The 
Mound, Edinburgh EH2 2EL. 
www.nationalgalleries.org. 

(D 01 3 1 624 6560 (tickets) 

Introduction to soft lino cut 
printing 

Details: Samantha Groom takes 
this workshop at Sheffield's 
Millennium Gallery. Learn how to 
design, cut out and print your own 
artwork. Materials included. 

When: October 24, 10.30am to 
4.30pm. 

Cost: £65. 

Contact: Millennium Gallery, 
Arundel Gate, Sheffield SI 2PP. 
www.museums-sheffield.org.uk/ 
museums/millennium-gallery/ 
home. 

(3)0114 278 2655 (tickets). 



A math larger selection of opportunities can be viewed 
on our website, where you will find a list of workshops, 
tutors, painting holidays and more. 

www.painters-online.co.uk 
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EXHIBITIONS 

GALLERY OPENING TIMES AND EXHIBITION DATES CAN VARY; IF IN DOUBT, PHONE TO AVOID DISAPPOINTMENT 



LONDON 

Bankside Gallery 

48 Hopton Street SEl. 

® 020 7928 7521 
Watercolour Journeys; 

RWS autumn exhibition, 
until October 31. 

The Masters: Relief Prints; 
November 3 to 15. 

British Museum 

Great Russell Street WC1. 
®020 7930 027 
Drawing in silver and gold: 
Leonardo to Jasper Johns; 
until December 6. 

The Courtauld Gallery 

Somerset House, Strand WC2. 
® 020 7848 2526 
Bridget Riley: Learning from 
Seurat, 

until January 17. 

Curwen Gallery 

34 Windmill Street. 

®020 7323 4700 
Henry Walsh; paintings, 

Lee Sellers; paintings, 
until October 28. 

Dulwich Picture Gallery 

College Road SE21. 

®020 8693 5254 
The Amazing World of 
M C Escher; 

October 1 4 to January 1 7. 

Fine Art Commissions 

34 Duke Street SW1. 

TT020 7839 2792 
Nicky Philipps: Travels with 
my Paintbox; 
until October 30. 

Flowers 

82 Kingsland Road E2. 

® 020 7920 7777 
Bernard Cohen: About Now - 
Paintings and Prints 
2000-2015; 

October 1 6 to November 21 . 

House of Illustration 

2 Granary Square N1. 

® 020 3696 2020 

EH Shepard: An Illustrator's 
War; 

until January 10. 

Jerwood Space 

171 Union Street SEl. 

®020 7654 0179 
Jerwood Drawing Prize 
2015; 

until October 25. 

Llewellyn Alexander 

124 The Cut, Waterloo SEl. 
®020 76201322 
John Yardley Rl; 

October 27 to November 18. 



Mall Galleries 

The MallSWI. 

®020 7930 6844 
Society of Miniature Painters, 
Sculptors and Gravers' 
annual exhibition; 

October 13 to 25. 

Royal Society of Marine 
Artists' Annual Exhibition; 
October 14 to 25. 

The Natural Eye 201 5; 
October 29 to November 8. 

Marlborough Fine Art 

6 Albermarle Street W1 . 

®020 7629 5161 
Frank Auerbach; paintings, 
drawings and etchings. 
October 23 to November 22. 

Messum's 

28 Cork Street W1. 

TT 020 7437 5545 
Miles Richmond - Works 
from the Estate; 

October 14 to November 7. 

The National Gallery 

Trafalgar Square WC2. 

®020 7747 2885 
Goya: The Portraits; 
until January 10. 

National Portrait 
Gallery 

St Martin's Place WC2. 

TT020 7306 0055 
Giacometti: Pure Presence; 
October 9 to March 17. 



The Queen's Gallery 

Buckingham Palace. 

^ 020 7766 7301 (tickets) 
Masters of the Everyday: 
Dutch Artists in the Time of 
Vermeer; 

November 13 to February 14. 

Royal Academy of Arts 

Piccadilly W1. 

®020 7300 8000 
Ai Weiwei; 
until December 13. 
Jean-Etienne Liotard; 

October 24 to January 31 . 

Royal Opera Arcade 
Gallery 

1&2 Royal Opera Arcade, Pall 
Mall, SWl. 

®020 7930 8069 

Paul Brown; new oil paintings, 

November 14 to 19. 

Tate Britain 

MillbankSWI. 

TT 020 7887 8888 
Barbara Hepworth: Sculpture 
for a Modern World; 
until October 25. 

Frank Auerbach; 

October 9 to March 17. 

Tate Modern 

Bankside SEl. 

020 7887 8888 
The EY Exhibition: The 
World Goes Pop; 
until January 24. 



REGIONS 



BATH 



Victoria Art Gallery 

Bridge Street. 

® 01225 477244 
Kurt Jackson: Place 
until January 3. 



BIRMINGHAM 

Royal Birmingham 
Society of Artists 

4 Brook Street, St Paul's 
Square. 

TT0121 236 4353 
Abstraction at the RBSA; 
until October 31. 

New Curators 2015: 
Exploring Drawing; 
November 2 to 28. 



BRISTOL 



Royal West of England 
Academy 

Queen's Road, Clifton. 

TT 0117 9735129 
163rd Annual Open 
Exhibition; 
until November 29. 

CALVERTON 

Patchings Art Centre 

Oxton Road. 



® 01 15 965 3479 
The Artist Collection; 
until November 22. 



CHICHESTER 

Pallant House Gallery 

9 North Pallant. 

® 01 243 774557 
Evelyn Dunbar: the Lost 
Works; Includes works from a 
'lost studio discovered in 2013, 
until February 14. 



EXETER 



Royal Albert Memorial 
Museum & Art Gallery 

Queen Street. 

® 01 392 265858 

Alan Cotton: Contours in 

Colour; 

until November 1 . 



GUILDFORD 

Watts Gallery 

Down Lane, Compton. 

® 01483 810235 

The Art Of Bedlam: Richard 

Dadd; 

until November 1. 

HARROGATE 

Mercer Art Gallery 

Swan Road. 

Sonia Lawson: Paintings, 






Pallant 

House 

Gallery 
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A Evelyn Dunbar Autumn and the Poet, 1948-60, oil on canvas, 3V4X59in (BOX 150cm) 
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Passions and Alarms; 
November 14 to February 7. 



HASTINGS 

Jerwood Gallery 

Rock-a-Nore Road. 

® 01424 728377 
Lowry by the Sea; 
until November 1. 
Horizons; the Kettle's Yard 
Collection, 
until January 3. 



KENDAL 



Abbot Hall Art Gallery 

® 01 539 722464 
Canaletto: Celebrating 
Britain; 

October 22 to February 14. 



KINGSBRIDGE 

Harbour House Gallery 

The Promenade. 

® 01548 854708 

Green; open exhibition with a 

green theme, 

October 23 to November 18. 



LEEDS 



Harewood House 

Harewood. 

^0113218 1010 
Henri Gaudier-Brzeska: Art 
Dance and Movement 
1911-15; in association with 
Kettle's Yard, 
until November 1. 



LEICESTER 

New Walk Museum 

53 New Walk. 

S' 01 16 225 4900 
Leicester Society of Artists' 
annual exhibition 2015; 
November 6 to January 9. 



LEWES 

Hop Gallery 

Castle Ditch Lane. 

® 01273 487744 

Hop Contemporary Art; 

October 24 to November 8. 

LIVERPOOL 

Tate Liverpool 

Albert Dock. 

®0151 702 7400 
An Imagined Museum: works 
from the Pompidou, Tate and 
MMK Collections; 

Matisse in Focus; 

November 20 to February 14. 

Walker Art Gallery 

William Brown Street. 

®0151 478 4199 
Reality: Modern and 
Contemporary British 
Painting; 

until November 29. 



LLANDUDNO 

Mostyn 

1 2 Stryd Vaughan Street. 



® 01492 879201 
Women's Art Society II; 
until November 1. 



MANCHESTER 

The Lowry 

Pier 8, Salford Quays. 

1^0843 208 6001 
Right Here, Right Now; a 
thought-provoking snapshot 
of what's happening in 
contemporary digital art, 
November 14 to February 28. 

The Whitworth 

University of Manchester. 
®0161 275 7450 
Portraits; works from the 
Whitworth collection, 
until November 22. 



NORWICH 

Sainsbury Centre for 
Visual Arts 

University of East Anglia. 
® 01603 456060 
Magnificent Obsessions: 
The Artist as Collector; 
until January 24. 



PENZANCE 

Newlyn Art Gallery 

New Road, Newlyn. 

® 01736 363715 
Terry Frost; retrospective, 
until January 9. 

Penlee House Gallery & 
Museum 

Morab Road. 

® 01 736 363625 
The Bigger Picture; Cornwall 
from the 1920s to '60s, with 
Terry Frost and Patrick Heron, 
until November 21. 



PLYMOUTH 

City Museum and Art 
Gallery 

Drake Circus. 

® 01752 304774 
Artist Rooms: Gerhard 
Richter; 
until January 16. 



RICHMOND 

station Gallery 

Station Yard. 

S' 01 748 850123 
All Creations Great and 
Small; mixed exhibition, with 
Robert Dutton, 

October 31 to November 12. 



SHEFFIELD 

Graves Gallery 

Surrey Street. 

® 01 14 278 2600 

Going Public; The Marzona 

Collection; 

until December 1 2. 

Millennium Gallery 

Arundel Gate. 

® 01 14 278 2600 



Going Public: The Cattelain 

Collection; 

until December 12. 



SHERBORNE 

Jerram Gallery 

Half Moon Street. 

® 01935 815261 
John Maddison; 

October 31 to November 1 8. 



SIDMOUTH 

East Devon Art 
Academy 

Fore Street. 

® 01395 516284 
Autumn Exhibition; 
October 24 to November 1 . 



STRATFORD-ON- 
AVON 

Compton Verney 

Wellesbourne. 

® 01926 645500 
Periodic Tales: The Art of the 
Elements; contemporary and 
historic artworks, 
until December 1 3. 



STOW ON THE 
WOLD 



Fosse Gallery 

The Square 
®01451 831319 
Royal Academicians at the 
Fosse Gallery; 
until October 25. 

A Luminous World: Picasso's 
Muse Syivette David; 
November 1 to 21. 



WORCESTER 

City Museum and 
Art Gallery 

Foregate Street. 

01905 616979 
Illustration Beats 
Explanation; 
until November 21. 

SCOTLAND 



EDINBURGH 

Scottish National 
Gallery 

The Mound. 

®0131 624 6200 



Athur Melville: Adventures 
in Colour; 

October 1 0 to January 1 7. 

Scottish National 
Gallery of Modern Art 

75 Belford Road. 

C'OISI 624 6200 
Modern Scottish Women: 
Painters and Sculptors; 
November 7 to June 26. 

Scottish National 
Portrait Gallery 

1 Queen Street. 

^^0131 624 6200 
BP Portrait Award; 

October 10 to February 28. 

WALES 



CONWY 



Royal Cambrian 
Academy 

Crown Lane. 

01492 593413 
Colin See-Paynton; 
Aberystwyth Printmakers; 
October 10 to November 14. 



ART SOCIETIES 



Altrincham Society 
of Artists 

Autumn exhibition at 
Altrincham College of Arts, 
Timperley, from October 25 to 
30. www.altrinchamsocietyof 
artists.org.uk. 

Alwoodley Art Group 

Exhibition at the Community 
Hall, Alwoodley, Leeds, on 
November 14 and 15. 

Bathampton Art 
Group 

Exhibition at Bathampton 
Village Hall, on November 14. 
www.bathamptonart.co.uk. 

Birstall & District Art 
Society 

Annual exhibition at the 
Village Hall, Birstall, from 
October 31 to November 2. 
www.badas.co.uk. 

Darlington Society 
of Arts 

Annual exhibition at the 
Station, Richmond, North 
Yorkshire, from October 17 
to 29. 

Epsom and Ewell Art 
Group 

Autumn exhibition at Bourne 
Hall, Ewell, from October 20 
to 31. 

Frimley & Camberley 
Society of Arts 

Autumn exhibition at Surrey 
Heath Museum, Camberley, 



from November 14 to 
December 23. Tel: 01 276 24627. 

Guiseley Art Club 

Exhibition at Guiseley 
Methodist Church, from 
October 30 to November 1 . 
www.guiseleyartclub.co.uk. 

The Haven Artists 

Christmas exhibition at St 
Faith's Church Hall, Lee-on- 
Solent, on November 7. 

Tel: 07710337708. 

Henfield Art Club 

Annual exhibition at Henfield 
Hall, on October 30 and 31 . 

Highgate Watercolour 
Group 

Annual exhibition at the 
Highgate Literary and Scientific 
Institution, London N6, from 
November 3 to 26. 

Tel: 020 8340 3343. 

Horsham Painting 
Group 

Exhibition at the Quaker 
Meeting House, on November 
21 . www.horshampaintlng 
group.co.uk. 

Menston Arts Club 

Autumn exhibition at Kirklands 
Community Centre, on 
November 14 and 15. 

Milton Keynes Society 
of Artists 

Exhibition at Milton Keynes 
Central Library, from November 
9 to 22. www.mksa.org.uk. 



Old Coulsdon Art 
Society 

Exhibition at Old Coulsdon 
Bowling Club, from November 
20 to 22. 

Oswestry & District 
Society of Artists 

Winter exhibition at Willow 
Gallery, Oswestry, from 
November 2 to January 16. 

Royal Tunbridge 
Wells Art Society 

Winter exhibition at 61 the 
Pantiles, from November 7 to 
22. www.rtwas.org. 

Sutton Coldfield 
Society of Artists 

Autumn exhibition at the 
Bedford Suite, Sutton 
Coldfield Town Hall, from 
November 2 to 14. 

Tel: 0121 355 8467. 

Waldron Art Club 

Christmas exhibition at Lucas 
Hall, on November 21. 

Wimborne Art Club 

Autumn exhibition at 
Pamphill Parish Hall, near 
Wimborne, from November 
13 to 15. Tel: 01 202 892064. 

York Art Society 

Autumn exhibition at the York 
Theatre Royal De Grey Rooms, 
from October 27 to November 
1. www.yorkartsociety.com. 

Welford 

Watercolourists 

Annual exhibition at the 
Village Hall, on October 31 
and November 1. 

Tel: 01604 505851. 



To submit details of an exhibition for possible listing here, email Deborah 
Wanstall at deborah@tapc.co.uk or telephone 01 580 763673 



www.painters-onllne.co.uk 



//rrartist November 2015 



61 





November 201 5 £3.99 




THE PRACTICAL MAGAZINE FOR ARTISTS BY ARTISTS - SINCE 1931 




YOUR 0\CS 

USING A LIMITED 
PALETTE 



subscription 
to The Artist 
makes a great 
gift for you or 



VIUNRO 

f*EL STILL-LIFE 
NSTRATION 



■*. WITH PAUL WEAVER • HOW TO DRAW & 
j DEMONSTRATES A UND5CAPE IN OILS • HOW 
L • AUERBACH AT TATE BRITAIN • HOW TO 
-.UR SUBJECTS • UNISON PASTELS TEST REPORT 
ARTISTS AND MORE.... 



# Save over 36%* on the shop price 



# FREE delivery every 4 weeks, 
posted direct to your door 

• Buy a subscription to The Artist or 
select a subscription pack including 
art materials 



# A subscription is easy to give and 
a joy to receive 

# Free exchange to sister magazine 
Leisure Painter at any time 

# Full money-back guarantee on 
un-mailed issues 



All of the artist materials for the subscription gift 
pack are provided by Jackson's. 

Here you'll find the world's finest art materials and 
equipment at exceptionally low prices. Run by artists for 
artists, we are passionate about what we sell and our 
consistently high customer service. With over 36,000 fine 
art supply products, visual artists around the world see 
Jackson's as their favourite art supplies one-stop shop. 

www.jacksonsart.com 



SUBSCRIPTI 





Give the gift worth over 
£50 that lasts all year 
round for just £36, or 
purchase a subscription 
gift pack worth over 
£85 for only £49 



ACRYLIC GIFT PACK 



WATERCOLOUR 

GIFT PACK 



contains: 

• 13 issue subscription to The Artist 

• £1 0 Gift Voucher to spend at Jackson's 

• Jackson's top class Watercolour Brush 
Set in sizes: 2, 4, 6, 3 Rigger 

• Jackson's Artist 21 ml Watercolours in 
French ultramarine, raw sienna and 
neutral tint 





















contains: 

• 13 issue subscription to The Artist 

• £1 0 Gift Voucher to spend at Jackson's 

• Jackson's Procryl professional brushes 
sizes 4 Round and size 4 Bright 

• Jackson's Artist Acrylics 21 ml in alizarin 
crimson, French ultramarine and lemon yellow 



www.painters-online.co.uk 




ON OFFERS 





Keep your copies of The Artist close to 
hand for easy reference. The binder 
holds 1 3 issues and is covered in a 
robust green leather effect material 



An instinct 
for colour 



OIL GIFT PACK 



contains: y|||| 

• 13 issue subscription to The Artist 

• £1 0 Gift Voucher to spend at 

Jackson's 

• Jackson's Black Hog bristle brushes 

size 4 Round and Bright ~~ 

• Jackson's Artist Oils 61 ml in "■ 
crimson, French ultramarine J 
and lemon yellow 






PASTELS 

GIFT PACK 



contains: 

• 13 issue subscription to The Artist 

• £1 0 Gift Voucher to spend at Jackson's 

• Plus choice of colour packs of 14 
Handmade Pastels in: light flesh tones 
for skin, OR greens for landscapes 
OR blues for cloudy skies 





SUBSCRIBE AND SAVE 



rd like to subscribe 
and SAVE on the 
shop price 



Select 


You Pay 


Subscription offer 


□ 


£36.00 


1 3 issues Price per 


□ 


£65.00 


26 issues Price per 


□ 


£90.00 


39 issues Price per 





Savings on the shop price 


issue £2.77 


31% 


issue £2.50 


37% 


issue £2.31 


42% 



Overseas 

I I £50.00 1 3 issues Price per issue £3.85 which is less than the UK shop price 



By annual Direct Debit* UK. Every 13 issues 
I I £33.00 13 issues Price per issue £2.54 36% 

The Artist binder 

□ UK £7.95 □ UK 2 for £15 □ Europe £14 □ Rest of World £16 



I'd like a subscription gift pack (UK delivery only) 

[~1 £49 Acrylic gift pack Q £49 Watercolour gift pack 
n £49 Oil gift pack £49 Pastels gift pack. Please tick required colour set 

r~l Skin-tight Flesh Tones l~l Greens-Landscape Greens I I Blues-Cloudy Sky Blues 



TO ORDER 

Go to www.painters-online.co.uk/store and enter 
promotional code TP1 51 1 Or complete the coupon and 
return toTAPC Ltd, FREEPOST RTJE-RCXY-UAXL, 63-65 
High Street, Tenterden TN30 6BD or call 01 580 763673 and 
quote TP1511 



Your details; 

Title: Initials: Surname: 

Address: 



Postcode: 



Email: 

Delivery details if different from above: 

Address: 



CARD DETAILS Card type Q Visa Q Mastercard Q Maestro 



Card No. I I I I I I I I I I I I I I I 

Expiry dale / / Valid from / / Issue No. 3 digit security no.| | | | | | 



n I enclose a cheque made payable to TAPC for the amount of £. 



TAPC^ 



Instruction to your Bank or Building Society to pay by Direct Debit 
/l^DiRECn- S(n«,ite.ita.te|q I 4 I si ^1 7l ft I B»h«^Bu«ingSo<J«i«miifiiwa<^ 

rj^Debit U T L Drtitlnsti«cti(«sfofso«typ«ofa(c«^ 



Name and full postal addms of yow Bank or Buddlim Sodety 



To the Ma nager iBantE-jAing Scci«yi 

Address 



Postcode 



Mame(s) of Account Holderfs) 



Bank/ Building Sodciy account ruimber | | | | | | | | | 

Branch Sort Code I I I I I \ I From ihe top riaht-hand 

I I I I I I I corner of your cheque book 

MracOM M |«K l«ak or MMks S4d«ty 

PlMW the /VOIII U«M (MM OcMs tm» tk «ta(M dtuled A M 

dir sokqnrti «Mrd ky (to Dmi Oeta OtfuMrr. I aidmund dM iln lM«KtM miy iMjli Ihr 

RO»i t iii<( o iiy > i>llw<td<B<dso<rti*i«<br>aw«<««KtwaKil)r»i«yl w >, 1i) iao|S«o<lY 



Rrlom iWs savinqj doodier to The Arttoi' PuWWih»g Co ltd, 

FREEPOST SCA11W7,TcfitcrdM,TN}06BR Ira sunv 

requiiedl 



OFFER CODE TP1511 



Gift subscriptions will commence with February 2016 issue which is out on 2nd January. 

If you would like to start with a different issue, state which issue here 

Offer close date is 4th December 2015. Products for the gift packs will be despatched to the payer 
direct from Jackson's. Please allow up to 15 days for delivery. If an item beextmes out of stock 
we reserve the right to send a replacement item. 



Th« ArttsU' Publishing Company Ltd (TAPQ will hold your details to fulfil your subscription order. We will past your information onto iackson's who will 
send you the products for the gift pack. OaasiooaHy we may have an offer or news that we would like to share with you. If you would like to receive 
thb information, tkk the boxes for your preferred methods of contact; by ensailD bypostQ bySMSG please add your mobile telephone number 
here 



www.painters-online.co.uk 











t: 0 1 348 840 1 77 Andrew and Maggie Brown 

e: info@indigobrown.co.uk w: www.indigobrown.co.uk 



www.heatoncooper.co.uk 
c 015394 3S280 
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Town House Films 
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Alpha Painting Holidays 

“Your First § Best Choice for a 
Painting Holiday" 

• Leam with Britain's Best Tutors 

• Visit Inspiring Locations - Exmoor, 
North Dwon Coast. Somerset, 

Wye Vatley. Lake District % 

The Western Algarve 

• Have the Complete Package 
Experience mth all inclusive holidays, 
in all media £ all abilities welcome 

Organisers on location with group 
PIUS: I 5 3 Day Pastd workshops with 
up-tD £100 worth of Art Materials included 

01934 733877 

WWW. a I phapaint ingholiday s . com 



The DVDs produced by Town House Films will be familiar to and 
enjoyed by many readers of The Artist. Owners Malcolm and 
Elaine AHsop are passionate about painting and understand 
practising artists' needs - their 
' ^ 11 Instructional DVDs are shot in scenic 
locations around the country and in 
I ^ artists' studios by experienced film 

^ makers, and cover a wide range of 
i ^ media, induding watercolour, oil, 

acrylic and pastel. In addition, many of 
their artists contribute to this 
magazine [Aine Divine, Chris Forsey, Jake Winkle and Jean 
Haines, to name a few) so you can watch them in action and 
1 ea rn from the j r s k i I Is. 

There’s also a small . I ^ 

number of shorter videos i 

a va i la ble to dow n loa d. j ^ ^ J 

To see a full list of / 

available DVDs go to the 7- 

websi te, w h ere yo u ' 1 1 be " r , 

a b I e to view s h o rt tra i lers \ ( j 4 f 

before you buy. — — ^ — _! 



w w w.to wn h ou sef i I ms.co.u k 



Telephone 01603 259441 



* Over 300 titlqii In stock 

* Starter packs for beginners 



Wildlife and Pet Portraiture 



Using pastels learn how to 
create realistic portraits 
of animals 



One to One or Group Workshops 



Small Confidence Building Classes 
from Beginners to Advanced 



All Materials, Lunch and Plenty 
of Refreshments Included 



WWW .wild and tome . co. uk 
e m ail : cole @ wifda ndtome ,co . u k 
telephone: 07702 0601 13 



ARTNE 



THE ARTIST'S DIRECTORY OF COURSES, MATERIALS & SERVICES 



ART COURSES & HOLIDAYS 















He’S*'® 



umetable 



To request ^ brochure 
please tali 0800 328 0465 or write to 
Londoti Art College, PO Box 719, Ur(ca$ter, LAI 2WT 
For a full list of Our courses, please visit our website 

www.LondonArtCollege.co.uk 



I 

painting holidays 

Where beUer to develop pur pointing skills than in beautiful Pembrokeshire 



LIFE PAINTING 
AND DRAWING 

with Rachel Clark 

Highly recommended. 
Small classes. Week/weekend/ 
Saturday/private tuition. 

T: 07528 674 3B9/020 7987 8776 

www.racheiclark.com 



ART CLUB 

NEW MEMBERS INVITED TO JOIN 
AD LIB ART CLUB 

A friendly, sociable this group of 
self-help artists in central London and 
watch your skills flourish, Tutored or 
member- led sessions on Thursdays, 
10.30am to 3.30pm. Low fees, bright studio. 
Email: info@adlibartdub.org.uk 
Tel: 0207 221 6998 






t Professional tuition for all levels 
■ BandS-dayfullboardresidential courses 
Superb home cooked cuisine 
Star en-surte acco m mod ati on 
Small groups, large studio space 
• non painting partners welcome 



To keep in touch and receive more hints, tips and 
news about our competitions and offers sign up 
to receive our FREE regular e-newsletter 



www.painter»online.co.uk/art-community/ 

newsletteKegisfFation.htm 



ART MATERIALS 



Sidi^ winder Sfudio 
OJ 243 5152186 
Shop inline 

iKvw. Hi flow inders md io.ffl.uk 



CItlXKHB imilSH P,4INTlNt; StPPl.tfCS 

We have an extensive range of high quality, 
authentic Chinese Brush PauitiJig supplies, 
beautiful ajccessories and spedalist books. 



HEATON 
COOPER 
STUDIO 
est 1904 



ART MATERIALS 






THE ARTIST'S DIRECTORY OF COURSES, MATERIALS & SERVICES 

To advertise contact Anna-Marie Brown Telephone 01778 392048 Email: annarnarleb@wamersgroLip.co,uk 



ARTNE1 



ART SHOPS 



PRINT SERVICES 




Pegasus Art Supplies 

www.p egas usarc.co, u k 



art materiats 



VlSri OUR ONLINE SHOP 

FREE CATALOGUE 

Tel: 01453 886560 
email: info@pegasusart.co.uk 

Griffin Mitl» Stroud, GL6 2AZ 




^Qi0^PrmtiEr of 
Award 



For optimum quality 
Fine Art Printing 

Call John on 01747 852 221 
w w w. sa 1 1 -of-th e- ea rt h . b i z 



FRAMING 




- Save money on framing 

- Complete or self-assembly 

- Plain wood or painted 

- Inlay frame specialist 

- Large, standard and bespoke sizes 



Exclusive - St Ives/Nicholson style 



frames available on-line 



Call 01427 787318 or visit 



w ww . ashc raftf ram k/store 




WHEN IT COMES TO 
ADVERTISI NG WITH THE ARTIST 

Gall An r>a -Marie to discover the 
opportunities available to you. 

T: 01 778 392048 

E: annamaneb^ 
warnersgroup.co.uk 



www.painters-online.co.uk 




PAINTERSONLINE 

and Callington School of Art Competition 




PaintersOnline, the online home of 
Leisure Painter and The Artist magazines, 
has teamed up with Callington School 

of Art in east Cornwall to offer you the 
chance to win a six-day residential art 
course of your choice, worth up to £750. 



Callington School of Art is a residential art school set 
in the Tamar Vail ey, Cornwall ofFering one, three and 
six-day courses in a wide variety of media, for artists of 
all abilities. With a maximum of six on a course you are 
guaranteed plenty of individual attention. At Callington 
School of Art Peter and Tessa offer you: 

• Visit Britain 4-star accommodation 
in a Georgian town house 

• Courses which run throughout the year 

• A location in a designated Area 
of Outstanding Natural Beauty 

• Trips to a variety of local sites 

• Experienced tuition at all levels 

• Spacious light studio and workshops 

• An extensive art library 
For more information visit 
ca 1 1 i n g ton a rtsc hooLco m 



ENTER NOW 

To win a six-day residential 
art course of your choice at 

Callington Art School, 

worth up to £750, visit 

www.painters~online.co.uk 

the online home of 

Ldsurc Painter andl//raitist 

magazines, and dick on the links 
to competitions. Closing date 
for entries is January 1 0, 201 6. 

Winners will be selected at 
random from all online entries. 

When completing your details please 
make sure you opt in to receive our 
great regular email newsletters so that 
we can keep you up to date with what's 
new at PaintersOnline, including the 
latest features, images in the galleries, 
new competitions and other great offers. 
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COLOUR 1 2th in a series of 1 3 



Alizarin crimson 



• Daler-Rowney System 3 Acrylic 
crimson is semi-transparent and 
rated as permanent 

• Liquitex alizarin crimson hue is 
transparent and rated as permanent 



Robert Dutton explains 
how alizarin crimson will 
help to give your work 
both depth and a 
positive glow 




T he most compelling reason for 
using alizarin crimson is the 
underlying glow and warmth this 
pigment gives paintings - they radiate 
warmth! I find the richness and depth 
of the colour really attractive. Used 
either opaquely when mixed with other 
colours with very little water, or glazed 
with plenty of water added, the creative 
effects with this colour are far reaching. 
Alizarin crimson is an exceptionally 
versatile colour, although It varies 
slightly from one manufacturer to 
another. 

History 

Traditionally, red was obtained from 
madder plants and the extracted dyes 
known as red lakes. This process was 
continued until the mid- 1 9th century, 
until the natural madder dyestuff was 
replaced with a synthetic substitute. 

The new synthetic, called alizarin, had 
an identical chemical composition to 
madder but had a superior clear, cool 



red transparent tone and lightfastness. 

By manipulating the chemicals a little, 
a range of shades has been made from 
scarlet to ruby, hence the variations 
between manufacturers. For example, 
in my experience Daler-Rowney 
crimson has more of a scarlet tone 
compared to, say, Liquitex alizarin 
crimson, which has a much deeper and 
ruby tone. I like both pigments, and 
both are useful in my palette. 

Madder is still available to buy but 
best avoided, as It will fade over time 
and will eventually oxidise towards a 
brown red. The stability of the new 
synthetic pigments is a welcome 
addition for artists - it is hard to 










◄ Moorland Heights, 
mixed media on boxed 
Amsterdam linen, 
20X20in (SlXSIcm). 
Opaque and glaze 
mixes of crimson were 
used to create harmony 
and warmth in the 
painting. Cool cobalt 
blue and cerulean in 
the sky, clouds and 
distant hills ensured a 
balanced contrast to all 
the warm tones in the 
painting. Particularly 
useful are the reflected 
moorland pools that sit 
directly amongst the 
rich red and earth 
mixes - they reflect the 
sky and act as visual 
stepping stones 
through the painting 



1. Daler-Rowney crimson 

2. Liquitex alizarin crimson 

3. Daler-Rowney crimson + white makes pink 

4. Crimson + cadmium yellow (deep) 

5. Crimson + raw sienna 

6. Crimson + more raw sienna 

7. Daler-Rowney crimson + emerald green 
makes a lovely rich dark brown 



imagine a time when we would have to 
have cope with unstable pigments. 

Flexible mixing 

Alizarin crimson is a very flexible 
colour; it mixes well with 
complementary colours (greens) to 
make some really useful warm dark 
neutrals, such as the lovely warm brown 
tone in my swatch (above), which I 
often use to create colour interest In 
shadows. 

Analogous colours mixed in different 
percentages with alizarin crimson or 
crimson will create some lovely glowing 
effects in a painting, as shown in 
Moorland Heights (left). 

Another visual technique is to find 
colours that are analogous to the 
complementary colour (green) of 
alizarin crimson and crimson instead of 
a neutral mix. 

Try it for yourself and enjoy the 
colours you create and remember - 
practice makes perfect! ISI 



Robert Dutton is a professional artist and tutor. 
Please visit www.rdcreatlve.co.uk for 
details of all his workshops, art classes and 
residential art breaks. 
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NEC Birmingham November 5 to 8, 2015 

A mateur painters will be inspired by the array of art supplies and innovations at Art Materials 
Live this autumn. Hone your painting skills and pick up top tips from artist-demonstrators via a 
variety of FREE workshops and demonstrations. Learn about new methods, materials and 
techniques for beginners and more experienced painters alike. One of the liveliest and biggest 
shows of its kind, Art Materials Live is for everyone who is passionate about drawing and painting 






Artists & art materials 
Demonstrating artist-tutors you 
will enjoy picking up new creative 
ideas from include wildlife artist 
Linda Wain, Bob Neill, Deborah 
Hook, Linda H Mathews, Stephen 
Coates, Graham Cox, Wendy 
Hunt, Claudia Hahn, Lynn Norris 
and Fiona Peart. Plus, try, test 
and buy art materials from 
leading UK suppliers including 
Artmaster Ltd, Blank Canvas 
Supplies, Burnt Offerings, Daler- 
Rowney, Derwent, Everything 
Art Ltd, Great Art, Jakar/Caran 
D'Ache, Pro Arte, Procolour, 
Rosemary & Co Artist Brushes, 
SAA, The Art Shop Skipton 
representing Pebeo and more. 



Leisure Painter and The Artist 
magazines Develop your painting 
skills with Leisure Painter and The 
Artist by watching Fiona Peart^s 
daily demonstrations covering a 
variety of subject matter and 
techniques. Our FREE half-hour 
demonstrations will include 
watercolour, acrylic, pastel and 
mixed-media techniques using 
materials supplied by Daler-Rowney. 




Leisure Painter and The Artist pre-bookable workshops 
Capture light and shadow in your sketches with Tim 
Fisher (November 7, sponsored by Canson), explore 
texture in watercolour with Terry Harrison (November 
5, sponsored by St Cuthbert's Mill), or how to use 
colour effectively in acrylic with Paul Talbot-Greaves 
(November 6, with Daler-Rowney acrylics) In our 
three-hour pre-bookable workshops which include art 
materials, instruction from your tutor, plus FREE entry 
to Art Materials Live and Stitching, Sewing & 
Hobbycrafts for the day, worth £12.50. 

For more information and to book your place please 
visit www,painters-ontinexoMk/courseS’holidays/ 
reader-workshops or call Liza or Dawn on 01580 763673 



Purchase entry tickets in advance at reduced 
rates at www.ichfevents.co.uk or call 01425 
277988. Your ticket will also give you entry to 
Crafts for Christmas and Stitching, Sewing 8c 
Hobbycrafts - three shows for the price of one! 



Come and see our live demonstrations at 

ART MATERIALS 

I |\/C Birmingham NEC 
LI V C November 5th to 8th 



Up to 20% discount offRRP on all products 



Adrian Weber from Caran d'Ache of Switzerland will 
be producing caricatures demonstrating the new 
Fibralo Brush water-soluble ink pens on Thursday to 
Saturday inclusive. 

Jamie Boots will be demonstrating his skills with the 
Graphite Line with his wildlife illustrations every day. 

Brenda Chappell will be demonstrating artist's 
products in the Caran d'Ache range every day. 



CAKANt^'ACHE 

Geneve 



See us on Stand KOI 




10 I 


1 




JEW 



FIBRALO Brush ORAN'ACHE • swbsmao* 










LUMINANCE 6901 

ARTISTS] 



Luminance 6901® offers all the creative professionals to preserve the genuine qualities of their v/orlcs of art. The Maison Caran dAche 
is once more emphasising its expertise in Colour and offers Luminance 6901®^ a range of colour pencils which combines the best 

iightfastness and the smoothness of a permanent lead* 

This work has been based on the best pigments with the know-how guaranteeing the Swiss Made quality. 

Luminance 6901® complies with the ASTM D-6901 standard, the highest intemationa! standard concerning 

coloured pencils' Iightfastness. 

Coran d'Ache. Swiss Made excellence since 7975. 



For additional information and stockists please contact: JAK AR INTERNATIONAL LIMITED 
Hillside House, 2-6 Friern Park, London N12 9BX Tel: 020 8445 6376 Fax: 020 8445 2714 email: info@jakarxo.uk 

carandache.com 



I 






